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Project No. 5-8339~f*
Contract No. OEC=3=7 339-0450

DIGEST MATERIALS
FOR
IMPROVING AND EXTENDING THE JUNIOR HIGH_ SCHOOL C=CHESTRA
REPERTORY

VCLUME III-~--ROMANTIC

R 1 easy HYMV OF FREEDOM (THENE FROM FINALE BRASMS-ardner
1st SYMPHONY)
R 2 aiff. SYMPHONY NO. é in C MAJOR SCIUREST
R 3 diff. HUNGARIAN DANCES NO. 1 emd 3 BRAZMS-Siesenfeld
% 4 easy THEME AND FINALE (VARIATIONS ON A& BEAZ)S=Jurey
THENE OF HAYIN)
R 5 easy ANLANTE FROM BRAHMS DOUELE CONCERTO BRAZMS~Carlin
R 7 easy ALLEGRETTO GRAZIOSO SCZUBERT=-Gordon
8 5 mod. MARCH MILITAIRE NO. 1 in D MAJOR SCIUBEST-Seredy
R 10 diff. PROCESSION OF THE GRAIL FROM PARSIFAL WAGER-Schmid
R 11 4iff. CHORALE AND FINALE FROM DIE MEISTERSINGER WAGNER~-
Duestzmann
R 12 d4iff. SYMPHONY NO. 1 (4th movement) BRAZMS-Leldig
R 15 mod., SYNPHONY NO, 4 in E MINOR BRAHNS
R 16 easy THREE SONGS OF CHOPIN CEOPIN-Dello Joio
. R 17 easy FE™NCH CHRISTMAS SUITE FRANCK
R 19 mod. DANCE OF THE CLOWNS FROM A MID- MEN DELSSOHN-Nayes
R 20 SUMMER NIGHT DEEAN
E 20 easy MELODIES FROM ELIJAH MENDELSSCHN=-Woodhouse
R 22 mod. SON AND STRANGER OVERTURE MEN DELSSOHEN
R 23 mod. HOPAK FROM FAIR AT SOROCHINSK MOUSSORGSKY
R 26 diff. THE GOLDEN COCKEREL RIMSKY-KORSAKOV
R 20 mod. SYMPHONY NO. 1 (SCHERZO) SCHUMANN
R 29 diff. MARCH AND TREPAK FROM NUTCRACKER SUITE TSCHAIKOVSKY
R 27 mod. PAS de SIX FROM WILLIAM TELL ROSSINI
ERIC e
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HYMN OF FREEDOM (THEME FROM FINALE 1st SYMPHONY )

. easy

BRAHMS

arr.
Gardner

ot e 3
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, so the Romentic movement in art shattered the traditional set forms of the
classic and flooded menuscripts, cenveses and music books with undisguided,
unashaned emotions.

The watchword wae freedom: freedom of thought, t:ade, religion, and, of course,
art style. This .aturally developed into a revolt against the more formal end
severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individuael
experiences, personel and impassioned.

From this came reny new art forms: the Bellade, Romance, Intermezzo, and the
Fantasies. Composers begen Eo get t0 .wsic of haunting beauty the texts of the
Romentic poets, Goethe and Muller. In Germany these took shepe as the art songs
or Lieder.

Opere enjoyed a complete transformetion from its early Italian style. To bring
opera to its new heights were two famous men - the Germen, Wagner, end the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famcus
“Choral® Syuphony and Brehms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composners.

In France Romenticism in painting evolved into Impressiocnism - e dreamy, misty,
evocative art. In music Debussy end Revel were to transmit this new etherealism
onto the staff.
Truly the Romentic Period hes meny facets and no one can be singled out as the
mein characteristic of the Period. It wss really a time of originality; the
individuel ertist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romantic Peried.

Musicians in Romentic Period
Chopin Composer of vest amount of plano literature.
Liszt Greatest pianist who ever lived.

Rossini Opera composer - Barber of Seville,
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Romantic Perivd - pg. =

Verdi Another opera composer - Aida.
Yagner Creator of a new opera form.
Saint-Saens Composer of Carnivel of Animals.
Debussy French Impressionist.
Moussorgsky Russian Nationalist.
Tchaikovsky Most popular Russian composer.

Rimsky-Korsekov Master at writing for orchestra.

Brahms Successcr to Beethoven in writing symphonles.
Dvorak Composer of Symphony #5 in E Minor ("From -the New World".
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JOHANNES BRAHMS

b. Hamburg, Germany 7 May 1833
d. Vienna, Austria 3 April 1897

In tae poorer section of ilamburg, Germany, was born the man Johannes Brahms who
later was destined to be called "Beethoven's succsssor in the art of composing
music for the symphony orchestre." There was never any question as to what
Johannes would be. Both paronts taught him his music and he responded at an

early age. His father saw to it that he had the vest of teachers and Brahms was
soon composing music and conducting as well as playing the horn in the local bands.

With the famous Hungarian violinist, Reményi, Breums traveled ell over the Rhire
country and carried his bundle of manuscripts with him. It was on one of these
trips that he met Robert and Clara Schumann and made a friendship that was to
last him the rest of his life,

These were the learning years. When he was thirty years old he decided to try
his luck in Vienna, the magic city of music. This was nis home for the rest of
his life and here he devotedl himself almost exclusively to the work of musical
composition. He soon disrovered that a definite position with its routine and
Policies was not for him. These werz the wendering years. Usually he spent one
or two of the winter months traveling, making guest appearances as conductor and
pianist. In the summer he lived outside of Vieana in his beloved mountain dis-
tricts. The rest of the time he lived in his humble quarters in Vienna.

He never married tut deerly loved all people and they in turn reciprocated that
love. "Herr Doktor" wes & familiar sight as he ambled down the streets of the
city, whistling a tune or composing a melody later to be transferred to the manu-
sceript.

The master years were spent simply. He rose early to catch the birds singing,
took long walks in the country, and went back to the local Inn for his noon meal.
He soon took his place in th. Austrian city as the greatest of living composers.
He hated publicity and to his dying dsy remained shy and aloof, a simple-hearted
man loving nature and mankind.

Brehms had the Classicist's feeling for tradition and form but to these he brought
e weelth of emotion, feeling, and poetry. He combined freedom of emotion with the
discipline of structure and classical technigic, producing sn art that was unique-
1y his. '

Works:

i Symphonies
Variations on Theme of Haydn
Concerto for violin and orchestra
Concerto for violin, cello and orchestra (Double Concerto)
Germon Requiem (written for Robert Schumann)
Hungarian Dances
2 Overtures - Academic Festival
Tragic
Violin and cello sonatas




of Freedom
(Theme from Finale lst Symphony)

Brahms
arr. Maurice CGardner

The 4th movement of the Symphony No. 1 by Bralms resurrects the seventeenth
century form of the passacaglia which becomes a powerful experience. The passa-
caglia is a Y-beat theme in the bass while the treble provides veriations. It
is an old slow dance form, originally Spanish.

The 4th movement begins with a tensely dramatic introduction followed by a
melodic call for the French horn. Brahms wrote out the notes of :.n Alpine horn
call vhich he later used in the symphony. '

The students will recognize the theme: 28 one they have sung in school.

Mr. Maurice Gardner was born in New York City in 1909. He majored in music
composition at the Juilliard School of Music. He studied violin, viola, and
piano; and has won several prizes for composition, including the Coolidge award.
He has done erranging for such TV programs as Stop the Music, Hit Parade, etc.
He has over 400 published works for band, oschestra, and chorus, some of them
under pseudonyms of Gerald Tolmage, Robert forman snd Martin Pollock.

The recording is by the Boston Symphony Orchestra, Charles Munch, cgonductor.
Charles Munch was Music Director of the Boston Symphony Orchestra for thirteen
seasons. He resigned frem this post in 1962.

Side 2 Band 2




o Freedom
Themes from Bralms Symphony No. 1l
Ry
easy
Brahms
Arr. Gardner

STRING CRITIQUE
GENERALITIES

Finger Patterns, Extensions and Contractions:
First violin - ext., 1+2,-2+3, 3-4; 1lst finger extension.
Second violin == leZ, 2-3, 3=k,
Viola == 1-2, 2-3. '
Cello == lowered extensions,

Positions:
1st violin -- I, II, III, IV,
2nd violin - I, III,
Viola == I,
Cello -- I, II, III, IV,
String bass -- %, I, II, I, III,

Bowing: legato, portato, colle, detache lance, accented detache, inaudible bow
change (cello end string bass),

Pizziceto: R. H., %-notes, 1/8-notes, L. H, - single quarter-note - all string
perts.

Ornaments: 1lst violin -- trill,

Tremolo: 32nd-note, all string parts.

Dynemics: PP, F, mnf, £, 82, Cresce, —==—" , .
Rhytims:

Meters, Tempos and tempo chenges: Cj; Allegro non troppo, piu andante,
maleniic, allegro.

Double-notes: 1ist violin ~- 2 0 1l 3 ° l 2 l
4-M3, 2-M3, o=M6, 0-PB, o~F5, o-P8, 1-M6, 1-P5,
4 2 2 3 3
l"'PB ¥ 2-P5 'Y l-m6 [ 3’?5 9 2‘% .
end violin == 2 o 3 1l 1l o 2 2
lemb, 2-M3, o-P8, o-M6, 3-M3, 3M2, 3-d5, o-m]
1l 2 2 2 2 1l 3
2-Al, 1-M6, UM3, 3-Pk, 2-F5, c-m6, 3-P3.

Viola == © 1l 2 1l o 3 3 2 2
O-PS, O‘MS’ O-m'f, O-M, 1-Ph, O-PB, 3"P5’ 3-'Ah’ 3-Ph’
2 o
B.Al" 2.m30
Cello «= O 1 2 1 2
o~F5, o=M3, 0-m7, O~mb, 2-P5.
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String Critique - page 2

Hymn of Freedom
Themes from Braims oymphony No. 1

CENERALITIES: cont,.

Chords: Viola == O 1
2 0
3<F Major, o-G Major

Harmonics:

Signs: C)\./;\-.&;Q M ey grmugeeey + 9 ‘?pg(,),’,’,
>____}9 ot o
Vocabulery: Theme, symphony, allegro nom troppo, pizzicato, arco, piu andante,
piano, pianissimo, sforzendo, mezzo forte, crescendo, mejestic,
allegro, forte, tremolo, divisi, unison.

Comment: all string parts have aivisi (by 2) sections.

©

ERIC

JAruitoxt Provided

ERIC.




String Critique - page 3

of Freedom
Themes from Brahlms Symphony No, 1

PARTICULARS

Beginning to (B): 1st violin -- This noble melody loses character in direct
proportion to the number of notes taken off the G string. In
view of this, it is marked to be pleyed all on the G string,
This presents a fine opportunity for the 1lst violins to learn
to play high on the G string. A really important thing to
master. The note 'a' (4 after (A)) is to be taken with the
3rd finger because of that fingers greater strength and ex-
pressive capabilities. The return to I position (3 before B)
is a relatively long shift and will need plenty of repeating
to insure smoothness, good intonation and tone., (Second
finger moving to the note B should "carry" the shift).
2nd violin -~ this part also fits and needs to be kept on the
G string.

Cello ~- this part is for viols in the original score. It fits
well on the cello's D string and should be kept there for the
darker quality of tone, IV position at &, III pos., then IV
pos. again before returning to I position.

Viola and String bass -- the pizzicato should be precise,

clear and resorant without being too loud. The staccato
indications preclude the use of many open strings because they
ring longer. The bass Tingering avoids open strings on the
week parts of beats and as a result is mostly in II position.

(B) to (D): most of this section is pizzicato in all string parts. Clarity and

: precision are of greatest importsance,

players have been agked to divide. The violists, however,
should play 2ll 3 notes unless there are enough players to

]

E 4 and 5 after [C): The chords should not be arpeggiated very much, so the violin
:

i divide the chord successfully.

(D) to (F): The tremolo should be kept very, very soft, as near 32nd-notes &s
pos=ible, near the tip of the bow, but audible. It would be wise to
F‘ rehearse the strings alone on this, Some young pleyers have g
prejudice against playing inside parts leaving the chords incomplete
and/or the balance wrong. The same sort of checking should be done
at G.

(F): This pizzicato caen best be done with the little finger of the left hand
unless a pause is made just before (F). With the bow out at the tip, the
tremolo has to be stopped a moment before the hand can be brought to the
string for a right hand plzzicato. The finger number in parenthesis should .
be the one to pluck the string,. :

Y e T TR TR R TV e, v, e AE RS T o

* (G): This tremolo - not used in the string bass part - is louder so the bow is
f used more toward the middle (i.€. u.l/3 for mf, near the middle for f).
All players should play all the notes printed for them,

String bass part is legeto and in II, IT%, %, IIX, IT% and II positions to
keep the tone consistent and smooth and to allow maximum use of vibrato.




String Critique - page U
of Freedom
Themes from Brahms Symphony No, 1
PIRTICULARS cont,
{H): bowing should be colle - like pizzicato with the bow.

{1): bowing is a mixture of sustained notes with accented detache start and
quarter-notes detache lance linked to the sustained onmes,

o

3 before the end: all players should play all the notes written for them.
First violin , cello and string bass -- II position;
Second violin -~ III position.




of Freedon
(Theme from Finale lst Symphony)

R
l .
easy
Brahms
arr. Gardner
BRASS CRITIQUE

Concept of tone should be dark, round and warm. At (A), born must predominate.
At (D), trumpet solo tone should be warm and expressive. A slight vibrato would
enhance tone.

At (F), bveat 3 should b long but separated from beat 4, All players should dbreathe
after dotted half-note only and after the Uith bar.

At (H), brass tone should be quite broad, but without vibrato.

At (I), accented notes should be well separated and accented with breath.
WOODWIND CRITIQUE

Clarinet - Key of D is only problem.

Basgoon - Finger Uth space G At (F), finger C#

Oboe = At (C) don't allow any daylight to show when you tongue; use "da" syllable.

Flute - Merk breaths in 2 bar phrases or flute will breathe every bar,
Emhouchure must be quite closed to enter on high G after (G). Insist on
f entrance,

PERCUSSION CRITIQUE N

T ST P

Stick quarter ,.‘ note before B either _ ,;:.for % 7 ;- « Play staccato
notes with a quick upward”™ snap allowing the stick to Fémdif on the drum the
shortest possible time,

Snare drum five measures from the end separate the half note rolls with the
ensemble,
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EXPLANATION OF STRING TERMINOLOGY

Arco -~ with the bow.

Am frosch -- at the frog or the heel. of the bow.

1. Legato_arpeggio (different note for each of 3 or U sirings) -- bow moves
in the same direction for 3 or U notes and in a smooth arc (*\ or J)
taking 1 note and 1 string at a tiue.

Arpeggio

2. Sautille’arpeggio (different note for each of 3 or U strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille,

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Colld -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displeces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with epproximstely half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer -- the mute.

p_e;:i_:gc_h_g: -- geparate smooth bow strokes, one for each note, with no variation ir
pressure anc no break between notes. This bowing is also known as the
simple aétach€ to distinzuish it from the variations given below.

1. Grand d¢taché -- same as tue above but using the whole bow for each note.

2. Accented ddtaché -- each bow stroke begins with a sudden incresse of speed
and pressure but without "pinching" the string sharply as in martele -~
no separation between the notes.

3. Accented grand détaché -- seme as #2 above except that a whole bow is
used for each note.

i, DEtachd portd -.. stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be &
small spacing between the notes but the impression should be that the

notes are slightly separated.

—

1dod by ERIC.




String Terminology - page 2

Détechd -- (continued)

5. Détaché lancd -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separatlion of the tones. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal, plecement.

Finger patterns -- the patterns of spacing detween fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 L.

-3 pattern means 1 23 4. The basic finger patterns
petitern meeans 1 2 3k,

L. Extended or All-whole-step or whole-tone pattern meane 1 2 3 k4, i.e.,
no fingers are placed closely together.

5. 1''23 L pattern indicates the presence of an sugmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12''3 L pattern -~ augmented 2nd between fingers 2 and 3; hslf-step
betwean fingers 1 and 2.

] s iy

7. 1 23''4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

b M i s e v

1 8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

S A Lt

. Flautando or flautato -~ indicates the production of a flute-like tone accomplish-
= ed by bovwing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually perfermed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Barmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -~ produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
Watopping finger” (artificiel nut).
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’., String Terminology - page 3
i

VHook" -~ attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be .
advantageous to 4o so.

Jeté -~ see ricochet.

legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

link" -~ gee "hook".
Louré -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
astrong.

1. Simple marteld (usually Jjust martelé) -- bow pressure is sat before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

; ] 2. Sustained martele —- same as simple martele except that the tone is held
i out. An adequate amount of bow musi must _be available for the note in question.
The bow 1s considerably slowed after the martelé attack ("pinch").
3. Grand marteld -- the simple martelé executed with the whole bow.

Martelé attack —- see #2 and #1 under martele' above and also under "2' mch".

Martellato -- this means either martéle or & bowing that sounds like a martele,
i.e., in a martelé style.

"Pinch" -~ the pressure applied to the string with the bow which, when the bow is
moved, jresults in a consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato

a is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato (lourd) -- two or more detache porté notes performed on the same bow stroke.,

Restez -~ remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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Sauti11€ -- a springing bow stroke that obtains its effect through the natural

spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to scmewhat
above the middle.

Son £41¢ (spun tone) ~- the long sustained tone. The best point of contact is

LS Rk Bakd b

nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point.. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -~ see point of contact.

Spiccato ~- the bow is dropped from above the string and rebounds into the air.
The fiying spiccato is a series of spiccato notes played in the same
bow direction.

Steccato -- a general term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that a series of smals
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid stacceto and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- play with & relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quelity is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form of aétaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte' .

3. Dashes and dots combined may mean detache lance » & modified spiccato or
a modified martel€.

4, The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.




String Terminology - page 5

SIGRS (continued):

6. ?he t:l;e;.' or slur merk in conjunction with dashes will mean portato
loure).,

7. The staple-shaped sign ( (™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the dow, that is,
move it through the air to the frog.

f 10. The sign, ) , mesns to Lift the bow.
11. The sign // meens to stop or to lift the bow or both.

] 12, The sign / over a note means fouette or whipped bowing.

13, The point or wedge ( y ) often means martele or a martellato execution.

14. The sign, x (or N, or v), means an extension of one half-step.

15. The sign § (or xx) means an extension of one whole-step.
16. The sign ¢ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
&. Fr. -- near the frog of the bow.
b. M. == near the middle of the bow.
: c. Pt. or tip. -- near the point or tip of the bow.
d. L.1/2, L.1/3, L.1/b -~ the lower 1/2, 1/3, 1/k of the bow.
- U.l/2, U.1/3, Uol[’h - the upper 1/2, 1/3’ 1/h Of the bOWo
f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/l of the bow, 1/4 of the
bow, etc. |

SRR A SRSt A . i anee st et i

18. ‘he positions are indicated as follows:

(3) - half position.
I = 1st position.
II -~ 2nd position.
IT% -~ intermediate position between 2nd and 3rd positions.

etc.
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Absolute music
Aris
Atonality

Avant garde
Cadenza

Canon

Cantatsa

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grossc

Continuo

Contrapuntal
Divertimento

Fantasgisa

Fugue

Harmonic series

DICEST TERMINOLOGY
In contrast to programme music ~ music that hes no admitted
association with anything outside of itself.
A song for nne or more voices.
Ro key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes impro:ised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements!.

Clavier hit by tangent - usually k. octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
hermonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrepuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mags

Mastersinger

Musette
Opera buffa
Ora',torio
Partial
Partita

Passion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requien
Rondo

Scherzo

—

1dod by ERIC.
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Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe -~ also movement of a suite.
Comic opers.

Drama sung but not staged, costumed or acted.

" First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer peys particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells & story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.



Sonata-allegro form

Suite

Symphony

Tonality
Virtuoso

AR el Ik
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A exposition
B development
A recapitulation

Set or series of French dances.

Sonata for orchestra in 4 movements:
1. sonata~allegro
2. slow
3. minuet or scherzo
4, rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD

1820 - 1900

Just as the French Revolution overturned the old order and started a new soclal
age, so the Romantic movement in ert shattered the traditional set forms of the
classic end flooded manuscripts, cenveses and music books with undisguided,
unashemed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into & revolt againat the more formal end
gevere elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

From this csme meny new art forms: the Ballade, Romance, Intermezzo, and the
Fantesies. Composers begen Ro get to music of haunting beauty the texts of the
Romantic poets, Goethe end Muller., In Germany these tock shepe as the art songs
or Lieder.

Opere enjoyed a complete trensformetion from its early Italien style. To bring
opera to its new heights were two famous men - the Germen, Wagner, end the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Chorel" Symphony and Brehms took over with his First tymphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in irstrument
construction, as well as in the colors of the various instruments as used by the
composers. )

In France Romanticism in painting evolved into Impressionism ~ & dreamy, misty,
evocative ert. In music Debussy and Revel were to transmit this new etherealism
onto the staff,

Truly the Romantic Period has meny fecets and no one can be gingled out as the
mein characteristic of the Period. It was really a time of originality; the
individuel artist and his personel feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.
Musiciens in Romentic Period
Chopin Composer of vast amount of piano literature.

Liszt Greatest pianist who ever lived.

Rossini Opera composer - Barber of Seville,




FRANZ SCHUBERT

b. Vienna, Austria 31 January 1797
d. Vienne, Austria 19 November 1428

Agein we find thet famous city of music, Vienna, as the birthplece and home of a
famous musician. Franz Schubert, one of the greatest of the Romanticists, was
born into the family of the local schoolteacher. It was just naturally assumed
by everyone that Franz would also teach school. There was very little chance of
earning & living by music in 1812. His entire family was musical and, in addition

to his normal school training (to become a teacher), he wrote music for the family
quartet to play.

Given en appointment to teach in his father's school, he soon learned that the
drudgery of the schoolmaster's lot was not for him. He decided to quit his job and
went to live a Bohemian artist's life in Vienna. He had & passion for friendship
and his friends decided his talent was so great that something had to be done to
relieve him of the érudgery of earning a living. These music-loving people became
known as "Schubertians" and helped him get established as a young and eager com-
poser. Schubert shared bachelor quarters with his friends in & "commumity" life.
When one of them had luck to sell a painting, a poem, or a piece of music, they all
dired sumptuously and went to the theatre. They lived on rolls and coffee and even
borrowed each others clothes.

Iike Haydn, Schubert was engaged as music teacher in the household of Count Ester-
2dZy; & wonderful opportunity for teaching music, performing and composing. He
never merried but his famous romance for the Countess, Caroline, hes been used as
the plot for a very successful musical, "Blossom Time."

Schubert and Beethoven lived within a mile of each other but seldom met. Beethoven
had withdrawn from socicty because of his deafness and Schubert was intensely shy
end stood in awe of Beethoven. He haed little better luck with his other hero,

the German poet, Goethe. Twice he sent Goethe sets of his songs using the poet's
works as texts but the master poet did not even acknowledge the gift.

Like Mozart he never realized much financial gain from his music. After his death
his entire possessions were sold for twelve dollars. However, he did leave a
large stack of memuscripts, a priceless gift to the world of music.

Schubert possessed great skill as & "colorist" in his music. He was fond of the
restless movement of violins and soft persistent plucking of the basses and this
was quite evident in his Unfinished Symphony. He was & "melodist": often melody
following melody with epparently little connection. Perhaps his greatest contri-
bution to the world of musical literature was the Art song, or German Lied. He
had a wniguely happy agreement between verse and music. He always used great
literature for his text, and borrowed frem Goethe and Shakespeare for two of his
most feamous Lieder, The Erlking end Hark, Hark the Lark! Interesting to note

that Schubert wes an avid reeder and when he was sc 11l Just before he died, asked
a friend to send him copies of James Fennimore Cooper's The Last of the Mohicans,
The Spy, and The Pioneers.
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Works:

Over 1200 pieces of music
600 Songs
9 Symphonies
2 Operas
Chamber music
Piano music
Sacred music
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Schubert's Sixth Symphony is identified as the "Little" to distinguish it from l*‘

the larger and greater C Major Symphony that came one decade later. But it is
"little" in other ways, too - in fact, some think it one of the least inter-
esting of all of Schubert's symphonies. Nor does fresh lyrical invention compen-
sate for an overall monotony of style.

The first movement emphasizes the woodwind. After a slow introduction, it pre-

sents the first two main themes. The lyrical interest of these ideas is maintain-

ed throughout the exposition and development. Most of the dramatic content of

this movement is found only in the coda. In the second movement, a graceful melody
is given by the strings and repeated by the woodwind. Several formal variations ‘
follow. In the third-movement Scherzo, woodwind and striugs alternate in pre-

senting the thematic material, which is mainly energetic; but a calm, even sober,

mood intrudes into the trio. There are two main subjects in the finale. The

first is capricious, the second in & perpetual-motion style.

Schubert wrote eight symphonies, No. 8 is the Unfinished. He was supposed to

have written another symphony, the Gastein in 1825 but no trace of it has been
found. -

“A
NN




%mhogx No. 6 1
1lst Movement
Schubert R

2
difficult

STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
1st violin «= 1-2, 2-3, 3-4, ext., 1''23, 1st & 4th finger extensions.
2nd violin -- 1.2, 2-3, 3-%, 1''23, 2-3-4, 1st & Uth finger extensions.
Viola == 1-2, 2-3, 3-4, ext., 1-2-3, 3-1 contraction:
Cello -- Lowered and upward extensions.
String bass -- extension.

Positions: 1ist violin -- I, IT, I1I, IV, V.
2nd violin -- I, II, III, IV.
Viola -- I, II, III.
Cello ~- %, I, IX, III, IV.
String bass -~ I, II, IT%, III, III), IV.

Bowing: Sustained martel€, martellato chords at heel, détaché, legato, lifts,
portato, son filé, hooks, spiccato, sautille, détach€ lencé, détaché
port€, staccato, collé, grand détach€, staccato.

FPizzicato: Cello -~ R.H. Striné bass == R.H,

Ornaments: Double grace-nctes, trill, single grace-notes.
Tremclo: None

Dynemics: PP, P, £z2P», £, f2, fP, i, +inforzando, —m. ez, Cresc.

o Tt e e =

Rhythms: Triplets, 5 note scale grouping, synocopation.
Meters, tempos and tempo changes: 3/4, Adagio, ¢' , Allegro, Pii moto.

Double-notes: 1lst violin -- 1 2 o) 2 l. 2 1l 1l

2-A4, 1-m6, o-P5, 1-M6, o-P8, o-mT, 0-M6, O-mb,

o h 3 2 3 3 3 2 4
1-Ab, 1-P8, l-mT, 3-Ak, 2-mb, 2-M6, 1-4d7, 2-P5,3-M6.

2nd violin -- 2 1 2 3 1 3 2 2 2 2
3"659 3"M3, 3“579 3‘P5, O-MG, 2"m, 1““, 1-36, B-P’\‘, 2-P5,
3 2 1 1 o 4 0 o 1
2-m6, 1-dT, 3-m3, 4-M2, o~-P5, 3-mwb, 3-M2, 2-M3, 1-P5.

Viola == 1 o 1l 1l 1l 3 o 1l 2 3 o
0-P8, o-P5, o-m6, 3-n3, 3-M3, 2-m6, 2-m3, 3-A2, 3-d5, 3-P5, 2-M3,
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Symphony No. 6 - (lat movement)

GENERALITIES cont.

Double-notes: Viola cont. 2 b 3 2 2 1 2 3
h.m3’ 3-m6’ 2"%’ l‘m, O-m7 » O-m, 1"&, l"'m?o

Chords: 1lst violin -- o 1l 2 3 . 2 3
2 0 1l 3 1l 2 ,
3-0 M&,‘)., O'D Maj. O"G MaJ., 2"D MBJ., 1"G MB.J., l"c MGJ. :
2nd violin == o F-1 1 2 2 2 :
2 c-2 o 1l 1 2
3-0 m., F.2’ O"'D MaJQ’ O-G mo, o l’c m.,
2 o-G Maj.,
1l
l"c MaJo
Viole == 2
1l
o
O"c MBJO

Harmonics: Viola -- mid-string C.

Signs: Lift signs, M, v, dots, daéhes, compound slurs, hooks, slurs, ties,
fermata, TN repeat sign, commas, extension signs.

Vocebulary: au talon, sul, lower half, whole bow, upper half, tip, frog,
middle, grand peuse (G.P.)., upper 1/3, am frosch. Also see above.

Commant: rapid sceles, chromatic scale fregments.

b -4
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2nd Movement .
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STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions;
1st violin -- l1-2, 2-3, 3-h, ext., 1'234, 12'34, 1-2-3,
1st & bth finger extensions. |
2nd violin -- l-2, 2-3, 3-=4, ext., 12'34, 1st finger extensions. ]
Viola -~ 1-2, 2-3, 3=k, 2-3-h , 12'34, 1st finger extension. 1

Cello -- Lowered & upwerd extensions.
String bass -- nothing unusual.

Positions: 1l1st violip -- I, II, III, V.
2nd violin -- I, II, III, IV, 3
Viola -- I, II, III. #
Cello -- I, II, III.
String bass -- %, I, II. II%, III, IIl%.

Bowing: Legato, hooks, dltach€ lence, détaché porte, spiccato, accented
détaché, staccato.

Pizziceto: Cello -~ R.H. String bass -- R.H.
Ornaments: single grace-notes.
Tremolo: None

Dynemics: PP, P, £, ff, fP, fz, cresc., dinm., decresc.
Rhythms: Triplets, dotted rhythms, ties followed by rapid 32nds and sextuplets,
gyncopation.
Meters, tempos and tempo changes: 2/, Andante.
1l 3 X
Double-notes: 1lst violin --o-M6, 2-M6, }-M®,
2nd violin == 3 3 1l o] o 1l 2
2-d7, 2-m6, 3-m3, 3-M2, 2-M3, 3-M3, 1l-mb,
3 i 2
2"}6’ O"m’ 2"P50
Vicla == 1 2 o c . 3 2 o 3 2
o-M6, o-ul, 0-P=5, 2-m3, 2-m6, 4-u3, 1-Pk, L-d5, 3-ak,
2 1 ¢} 1l 2 1l 1 o
3-6'5’ 2.A"" l"'Phs 3-M3, 3"Ph9 3"m3, O"'m6, 1"'M3,
2 2
1"'M6’ l-m6.
Chords: 1lst violin -~ 2 2 3
1l 2
1-C Maj., 1-C Maj., 1-C MaJ.
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Symphony Ho. 6 - (2nd Movement ;)

GENPRALITIES cont.

Chords: 2nd violin -~ 2
l
l"c M&J e
Viola -- 2 1l
1l (o}
0 O-G W °
O"'c M&J o9
Hermonics: 1lst violin -~ mid-gtring D,A.

Viole -~ mid-string C.

Signs: Slurs, rv , ¥, hooks, compound slurs, ties, accents, repeat signs,
1st & 2nd endings, extension signs.

Vocebulary: See 2bove.
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STRIEC CRITIQUE

GENERALITIES
Finger patterns, extensions and contractions:
1st violin -~ 1-2, 2-3, 3-k, ext., 12'3k4, 1st & Uth finger extensions.
opd violln -- 1-2, 2-3, 3-4, ext., 1-3 contraction, lst & kth finger
extensiouns.

Viola == 1-2, 2-3, 3-4,  1st & bth finger extensicns.
3 Cello ~-- lowered and upward extensions.
Strin~ bass -- extensions, pivoting.

Positions: 1st vielin -- I, II, IIX, IV, V, VI.
2ud violin -- I, II, III, V.
Viola -- I, II, III.
Cello -- I, II, III, IV.
String bass -- %, I, II, IT%, III, IV, V.

I s 4 S il s

Bowing: Spiccato (crisp), accented d€taché, legato.

Pizzicato: R.H.

Ornements: None

Tremolo: None

Dynamics: PP, P, £, £f, fP, f2, wresc.

Meters, tempos and tempo changes: 3/4, presto, piu lento.

Double-notes: 1lst violin -=- 1 2 2 3 4 1 2
o-M6, 1-m6, 1-M6, 2-m6, 1-P8, 2-ak, 2-F5.
2 3 1l 1l 1 o] o
2nd Vi°11n hdand O-st O-P8, O-MG, 3"‘m3’ 3"M3, 3-m, 2-21!3, 1""P8,
3 3 3 2
2-dT, 2-M6, 1-m7, 1-M6.
1l 3
Violg -- 1-P5, o-P8.
Chords: None

Harmonics: 1lst violin -~ mid-string A, E. Viola -- mid-string C, G.
2ny violin -- mid-string G. String begs -- mid-string G.

Signs: M , ¥ , dots, slurs, lift signs, repeat signs, accents, extension signs.
Vocsbulary: Scherzo, tenuto, Scherzo da capo, G.P., (also see sbove) restez, sul.

Comment: Keys to T flats used. Violin parts contain a running scale
passage with continually changing patterns.
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STRING CRITIQUE

Finger patterns, extensions and contractions:
1st violin -- 1-2, 2-3, 3-4, ext., 2-3-b, 1''23'4, 12'34, 1st & 4th
finger extensions.
2nd violin -- 1-2, 2-3, 2-h, ext., 1'°23'4, 12'34, 1st & Uth finger extension
Viola = 1.2, 2-3, 3-k, ext., 2-3«4, 1lst finger extensious.
Cello -- lowered and upward extensions.
String bass -- extensions or pivots.

Positions: 1lst violin -- I, II, III, IV.
2nd violin -«- I, II, III,
Viola -- I, Ti,III.
Cello - %, I, II, III, IV.
String bass -- %, I, II, III, IIT%, IV.

Bowing: Lifted bowing, legato, spiceato, sautille, dctaché porte, détaché,
hooked dotted rhythm, marteld st frog, grand détache porté;
2nd violin & viola -- spiccato coupled with the use of alternating
strings.

Pizzicato: R.H.; cello -- L.H. open D; string bass -- L.H. open A and open D.
Dynemics: PP, P, £, £f, £z, cresc.
Tremolo: measured 16ths.
Rhythms: dotted rhythms.
Meters, tempos and tempo changes: 2/4, Allegro moderato.

Double-notes: 1lst violin == 3 1l o 2 o 2 3 2
0-P8, o-m6, 3-M2, 1-mb6, 2-M3, 1-M6, 2-mb, 3-Al,
4 L 3 o 1 2 L
3-M6, 2-m7, 2-M6, o~-P5, 1-P5, 2-P5, 3-mb.
2nd violin -- 3 o 1l 4 k 3 2 1l
2-m6, 1-Ak, o-m6, 3-M6, 1-P8, 0-P8, o-m7, o-Mb,
2 3 1l 1l o 3
1-M5, 2-M6, 2--Ak, 3-m3, 2-M3, 3-P5.
Viola == 3 3 2 o 1l 2 3 3
o-P8, 1-m7, l-wd, 2-M3, 3-m3, 4-m3. 2-mb, 3-P5,
2 l 1l 2 o 1l
1-47, 1-P5, 3-M3, 2-P5, 0~’5, ¢-P8.

Chorus: 1st violin -- 3 2 1l 4 3 E-0
2 2 2 3 3 C-2
2-F Ma}., 1-C Maj., o-B dim., 3«C Maj., 2-G Maj., E-1,
3 2 3 Bb=l4 2 1l
2 1l 3 c-2 1 o]
1-D Mej., © 2-F Maj., E-1, 1-F Ma}., o-d min.,
0-G Maj.,
2 2 3
1 1l 2
1-C Maj., 1-G Maj., 1-C Maj.
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Symphony No. 6 - (ith Movement)

GENERALITIES cont,

Chords: 2nd violin - 2 2 1 2 )
2 1 o % 1
l-F Wo, O-C MBJQ’ O“G M&,‘j., l"'c m., 3"’Amin.,
3 2 3
2 1 2
l-D M&J o9 o E-Bb M&J L
o=G Maj.,

Heoxmonics: Cello -~ mid-string C.

Signs: 7 , V , dots, dashec, repeat signs, fermatas, slurs, points (»),
hooks, L 1/2. M., L 1/3.

Vocsbulary: au talon, simile, G.P., am frosch, tip, frog, divisi, urison,
lift signs.

Comment: rapid running scale passages in the violin. Rapid 4 note
arpeggio sequences.
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BRASS CRITIQUE

The opening octaves are dangerous for the trumpets (concert C which will be D
if Bb trumpets are used). The high D will be flat and the low D will be sharp.
This oéctave is difficult and must be "lipped" into tune. Use of C trumpets
would be helpful.

The start of 8ll notes marked sf should be tongued with a little "sting" on the
beginning. A1l notes marked ff should be held out full length with full sound.
Brass parts sre not technically difficult. They should not be doubled. However,
1st horn may need some help. Dynamics must be studied.

WOODWIND CRITIQUE
Clariget - This is a medium-difficult vork for clarinet. Some nice parts. The

big problem is transposition. For Junior high use, it would probably be better
to write out a transposed clarinet part (from C to B ).

s
Bassoon ~ In the first movement finger G gbdar T , ,,_E_,Eb
Use this fingering all through for pitch. e
Play all notes from above staff up with >

L. H. E® key for pitch and even sound. Finger Eljbefore (H) 8 bars Pee et

In the second movement finger high 398 after (Q)g < 52
The high register is quite demanding! c*. 55 3%
Oboe -~ 1lst movement - Bar 13, finger D grace note '35311 D trill key. Finger high
D in 2nd ber (B) -©- Use Fork F in solo at (92).
. Use half hole in solo beginning at 203 on D4
and Eb&.

0w

(A
2nd movement - Bar 22 use L. H. E before R. H. D b (both use half hole).

3rd movement - In piu lento use L. H. D¥#, R. H. C#.
Lth movement - Fork F fingering in solo at (265).

Flute ~ 1st movement - Bar (13) trill with D# trill key. T after (6) finger F#,
remove thumb for G 4. D P entrance measure (294) is really tough.

2nd movement - At (M) use thumb 1

Mth movement - Trill D to E in final bars. Finger high D and left 3pd finger,
L. H.

PERCUSSION CRITIQUE

The timpani are used to reinforce other instruments. They are in rhythmi~
wnison and often pitch unison with other parts. Hold notes for exactly the
duration then muffle with the hand.

Third measure after D, 3-’ indicates sixteenth notes which is a measured roll.
Letter L ‘f indicates eighth notes.




EXPLANATION OF STRING TERMINOLOGY

Arco == with the bow.
Am frosch -- at the frog or the heel of the bow.

o L ]

1. Legato arpeggio {different note for each of 3 or U strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth are (-\ or J)
teking 1 note and 1 stying at a time.

2. Sautille” arpeggio (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same es #1 above
except tha.t the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Collé ~- the striug is spproached from the air and "pinched" 1ightly with the
bow. The tone is sounded simultaneously with the "pincb” and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than & finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately helf the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer -- the mute.

Détache =- separate smooth bow strokes, one for each note, with no variation in
pressure a.nd no break between notes. This bowing is also known as the
simple détaché to distinguish it from the variations given bvelow.

1. Grand d¢taché -- same as the above but using the whole bow for each note.

2. Accented detache -- each bow stroke begins with a sudden increase of speed
and pressure but without "pinching” the string sharply as in martele --
no separation between the notes.

3. Accented grand aétaché -- same as #2 avove except that a whole bow is
used for each note.

4. Détachd portd -- stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the
notes are slightly separated.
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pétachd -- (continued)

2. Détaché'lancé -- 8 gshortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelé without the "pinch".

Extension -- nlacing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-% pattern means 1 2 34, :}

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 &4, i.e.,
no fingers are placed closely together.

5. 1''23 L pattern indicates the presence of au augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12''3 L pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''} pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

" 8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautendo or flautato «~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouetté'(whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -=- usually performed up-~bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds agked for.

Hermonics ~- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(balves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortered by a
"stopping finger" (artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté - see ricochet.
legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing thet involves lifting the bow from the string to
achieve the proper effect.

Link" -~ see "hook".
Louré —- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple nartele (usually Just msrielé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Bustained mertelc -- seme as simple martelé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is ccasiderably slowed after the marteld attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Marteld attack - gee #2 and #1 under marteld above and also under "pinch".

Martellato -- this means either martéle or a bowing that sounds like a gg_r_p_g_]_é,
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like deginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. sad L.H. or M.D. (mano destra) and N.S. (manc
sinistra).

Point of contact ~- the place on the string at which the bow is placed.

Portato (loure') -= two or more detache porte' notes performed on the same bow stroke.

Restez -=- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes per impulse.

Saltendo or Saltato -- a general term meaning springing, rebounding or bounced.
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Sautille -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son 241 (spun tone) -~ the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see poiut of contact.

Spiccatc -- the bow is droipped from above the string esad rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-- g specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
{(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat teased to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -~ play with a re.atively light bowstroke near enough tc the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ gsee flautando.

SIGNS:

1. Dots may mean any form of détaché or eny type of staccato bowing.

2. Dashes may mean detache€ or detache gorte' .

3. Dashes and dots cc'mbine& may mean detachei lance » & modified spiccato or
a modified martele.

4, The tie or slur merk will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in corjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. %he t1’§ or slur mark in conjunction with dashes will mean portato
loure).

T. The staple-shaped sign (™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also oceurs upside down in some
editions.

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.

1l. The eign // means to stop or to 1lift the ‘tow or both.

12. The sign / over a note meens fouette or whipped bowing.

:
13. The point or wedge ( y ) often means martele or a martellato execution.
14, The sign, x (or N, or v), means an extension cf one half-step.

15. The sign X {or xx) means an extension of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a., Fr, -»- near the frog of the bow.
b. M. -- near the nmiddle of the bow.
c. Pt. or tip. -~ near the point or tip of the bow.
d. L.1/2, L.1/3, L.1/4 = the lower 1/2, 1/3, 1/4 of the bow.
e. U.1/2, U.1/3, U.1/4 ~~ the upper 1/2, 1/3, 1/4 of the bow.
f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bew,
1/2 of the bow, 1/3 of the bow, 3/U of the bow, 1/4 of the
bow, etc.
}
|

18. The positions are indicated as follows:

(%) - half position.
I = 1st pcsition.
II - 2nd position.
1% - intermediate position between 2nd and 3rd positions.
ete.

.

©

ERIC
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DIGEST TERMINOLOGY

Abgsolute music In contrast to programme music - music that has no admitted
association with anything outside of itself.

Aris A song for one or more voices.
Atonality No key used.
Avant garde Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantata Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elsboration of the chorale played before the singing.
Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually k octave range.

Clavier Any keyboard instrument; clavichord, harpsichori, etc.
Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.
Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a
' harmonious texture.

Divertimento Light music; generally played outdoors. Usually has
more then 4 movements.

Fantasia The composer exercises his fancy without following
any conventional “orm.

Fugue Contrapuntal comy - ition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programe music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - pago 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voi~ed clavier pieces.

Director of mucic to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Fait of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe ~ also movement of a gsuite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech then to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony .
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Sonata-allegro form A exposition
B development
A recapitulation

3 Suite Set or series of French dances.

~ Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
k. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.




HUNGARIAN DANCES NO. 1 and 3
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ROMANTIC PERLQD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, 80 the Romantic movement in art shattered the traditional set forms of the
classic and flooded manuscripts, cenveses and music books with undisguided,
unashamed emotions.

The watchword wae freedom: freedom of thought, trade, religion, und, of course,
art style. This naturally developed into & revolt against the more formael and
severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romentic style was the composer expreseing his own individual
experiences, personel and impassioned.

From this came many new art forms: the Ballade, Romance, Intermezzo, and the
Fentasies. Composers began ﬁo set to music of haunting beauty the texts of the
Romantic poets, Goethe and Muller, In Germany these took shape as the art songs
or Lieder.

Opera enjoyed a complete transformation from its early Italian style. To bring
opera to its new heights were two famous men - the German, Wagner, end the
Italian, Verdi. |

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

In France Romanticism in painting evolved into Impressionism - a dreamy, misty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism
onto the staff,
Truly the Romentic Period has many facets and no one can be singled out as the
mein cheracteristic of the Period. It was really a time of originality; the
individual ertist and his perscnal feelings were finally breaking through to
the front of this world of Glants of the Romuntic Period.
Musicians in Romantic Period
Chopin Composer of vast amount of pieno literature.
Liszt Createst pianist who ever lived.

Rossini Opera composer - Barber of Seville.




Verdi
Wagner
Sainthaens
Debussy
Moussorgsky
Tchaikovsky
Rimsky-Korsakov
Brahms
Dvorak

Romantic Period - pg. 2

Another opers composer - Aida.
Creator of a new opera form.
Composer of Carnival of Animals.
French Impressionist.

Russian Nationalist.

Most populer Russian composer.
Master at writing for orchestra.

Successor to Beethoven in writing symphonies.
Composer of Symphony #5 in E Minor ("From the New World")




JOHANNZS BRAHMS

b. Hamdurg, Germany 7 May 1833
d. Vienna, Austria 3 April 1897

In the puorer section of Hamburg, Germany, was born the man Johannee Brahms who
later was destined to be called "Beethoven's successor in the art o] composing
music Zor the symphony orchestra." There was never any question as tu what
Johannes would be. Both parents taught him his music and he responded at an

early age. His father saw to it that he had the best of teachers and Brahms wes
soon composing music and conducting as well as playing the horn in the local bands.

With the famous Hungarian violinist, Remﬁnyi, Brahms traveled all over the Rhine
country and carried his bundle of manuscripte with him. It '7a8 on one of these
trips that he met Robert and Clara Schumann and mede a friendship $hat was to
last him the rest of his life.

These were the learning years. When he was thirty years old he decgded te try
his luck in Vieona, the magic city of music. This was hie home for the rest of
his life end here he devoted himself almost exclusively to the work of musical
composition. He soon discovered that a definite position with its routine and
policies was not for him. These wers th> wandering years. Usually he spent one
or two of the winter months traveling, making guest appearances as comductor and
pianist. In the summer he lived outside of Vienna in his beloved mountein dis-
tricts. The rest of the time he lived in his humble quarters in Vienna.

He never married btut dearly loved all people and they in turn reciproceted that
love. "Herr Doktor" was & familisr sight as he ambled down the streets of the
city, whistling a tune or composing a melody later to be transferred to the manu-
seript.

The master years were spent simply. He rose early to catch the birds singing,
took long walks in the country, and went back to the lccal Inn for his noon meal.
He soon took his place in the Austrian city as the greatest of living composers.
He hated publicity and to his dying day remained shy and aloof, a simple-hearted
man loving nature and mankird.

Brahms had the Classicist's feeling for tradition and form but to these he brought
a wealth of emotion, feeling, and poetry. He combined freedom of emction with the
discipline of structure and classical technique, produciag an art that was unique-
ly his.

Works:

4 Symphonies
Variations on Theme of E
Concerto for violin and orchestra
Concerto for violin, cello and orchestra (Double Concerto)
German Requiem (written for Robert Schumann)
Bungarian Dances :
2 Overtures -~ Academic Festival
Tragic
Violin and cello sonatas
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Hungsrian Dances, No. 1 and
R

2
difricult
Bralms
arr. Riesenfeld

When he was traveling with the famous Gypsy violinist, Remenyi, Brahms became
fascinated with the Hungarian folk music, country and gypsy dance music,

Using native themes Brahms wrote twenty-one Hungarian dances; first as piano
duets, later for violin and later for orchestra, He used very effectively in
his music the deep tenderness, melancholy and variety of tempi so characteristic
of the gypsy melodies.

All the dances follow the pattern of the Czardas ir which the slow and fast
parts alternate back and forth at the will of the dancers.

Note: It is probably better to play dance #3 first and follow it with dance #1.

The Hungarian Dances nos. 5, 6, 17, 3, 1, 20, 19 and 18 are recorded by Herbert
von Karajan and the Berlin Philharmonic.

Mr, von Karajan is probably one of the busiest recording comductors in.the world.
He had the good fortune to be born in Salzburg, Mozart's birthplace,-and has
carried this musical heritage with him through his years of incredible success,

Side A Bands 4 and 5




Hu_nga.rian Dances Nos. 1 and 3
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dirficult
. Brahus
Arr. Riesenfeld

STRING CRITIQUE

GENERALITYES:

Finger Pattarns, Extensions and Contractions:
1st violin = 1-2, 2-3, 3=k, 12' 3U; 1lst finger extensions, 1 ~»L contracs
tions.
2nd violin ~- the same.
Viola —- 1-2, 2-3, 3-b4, 123, 1" 234,
Cello =- loweved extensions.
String bass ~- 1st finger extension (pivot).

Positions: ,
1st violin -- I, 1I, III, IV, V, VI, VIII.
Viola == ;, I, III.
Cello == %, I, II, IV, VI,
String bass -- %, I, II, III, IV, VI,

Bowing: legato, lifts, colle, accented detache, detache, hooks, spaced legato
strokes - ornamented Astache lance?, spiccato, staccato, measured
tremolo, portato. .

Pizzicato: = R.H.
Ornaments: aingie gracé-ﬁotes, short trills, double and triple grace-notes.

Tremolo: viola and cello -- triplet 16thenotes, sextuplet 16th-notes,

. Dynamics: Dp, D, If, £, £f, 50, “eTm s wo = v = 0 T 0
crescas, dim. ,

Fhythms: dotted rhythms, syncopation. Double-dotted 8th and 16th notes,
Meters, tempos and tempo changes: 2/4, allegrc molto, animato, sostenuto e poco
a poco in tempo, allegretto, vivace, tempo I, poco string, rit. pococ

. & POCO.
‘ 3 L] 3 2

o .
Double-notes: 1st violin == 2-M6, 1l-m3, 3-m6, 2-M6, l-mb.
, 2nd violin «- 1 o 2 3 - 2 o 1 1l
3"m3’ 2’m3. 1"‘6. 2-16, O-m". 3-&. O-ﬂﬁ. O-m.
2 o 3
1-m6, 0-P5, 2-mb. |
" Viola == U 3 2 o 1 b o 3 2
’ 3‘“6’ 2-!16, 1"m6’ 2"'!43’ 3-11!3, 1.P8. o‘ﬁ’ O-PB, O"m.’ Y
o 1 2 2 3 o 3 2
2.m3’ °’n6. h"’m. l.m, 2-16, 3-“2, O-'m, 3‘6 5’
. 0 1l 1l 3 T
l-Pu 9 1'?5 9 2“'Al‘ ) 3.PS °




Chords:

String Critique ~ Page 2
Hungarian Dances Nos. 1 and 3

Cello == 1 o b 1 o 1 | }
o-mb, 3-m3, 2-M6, L=M3, G=P5, 1-Ah 0=M6, h-ua, 1-P5, 2sAl;
1st violin == 2 1l 3
1l o 2 ’
0=C minoi. o=-G minor, 1-C#4T7 (5th missing),
3 .
o 1 L 2
o-D Major, ¢ 3 1

5

o-G Major, o=D Major (5th missing), o-G Major
: (Root omitted),
1 2 -
3 o l
o=-D Major, 1
1-AMn7 (3rd missing), o-D Major.
2nd violin - 2 1l 2 1l

3 o o o
3-C Major, o=G Major, 1-AMmT(3rd missing), o-D Major,
2-B
1. 2 1
oD 1 o
o-G, 0=G Major, o-B minor,

Viola == 2-F 2 3 1 o-D 3 3

o-G 1. 2 o) l-A 2 2

o=-Cy 1=D Major, 1-D Major, o-C minor, l-D, 1~D minor, 2«B minor,
o b 2
2 o 1
4D Major, o0-G Major, 1-A Major.

20110 == b
3
1-D Major,

Harmonics: YViola -~ mid-string C. Cello and string b -~ mid-string G.

Signs: — T 9 >3 )7‘,"Jnavyml:“,ﬂ:;‘-")b’)‘-;)

E

. Vocabulary: espressivo, leggiero, restez, srazioso, arco, sotto voce, See

a'bove as well,

The best order of performance would probably bc No. 3 first, No. 1
second, Tenor clef in the Cello part. In the Hungarian Dance No. 3
is a very important part for the Viola that is not doubled by the
othexr strings.




String Critique < Page 3

Hun~erian Dances Nos. 1 and 3

PARTICULARS:

Hungarian Dance No. 1

Beginning to (A): The unusual combination of dynamic change with a strong-weak
pairing of dotted quarter and 8th-notes is not the easiest
thing to achieve., This occurs in the Violin and Viola parts.
The Violins should stay on the G string all during this
section.

The syncopation in the Vicle and Cello should be marked well
enough so that it comes through clearly. The bowing for this
in the Viola part should probably be detacue porte. In the
Cellc part, 2 lifted detache-like stroke followed by & legato
Stroke with a porte-like beginning changes to detache porte
in the fifth and similar measures,

(A) to (B): 1st violin -~ continues as in the opening section but en octave
higher. The doubie~-notes should be played by each player.

The 2nd violin harmonizes and -
changes to pizzicato during the ties.
Viola changes to a triplet motor-rhythm and should use a
broad spiccato bowing in the Ik of the bow. The part needs
to be divided,
String bass -- should use a very well sustained detache

_ porte bowing.

- g ! (C): The violins should use what might be called an "ornamented detache

f- lance" (I%) for the spaced l6the-note slurs. The bow should

probably be lifted slightly during the rests. At Ui after (B)
a colle stroke should be used followed by two detache strokes
the firat of which is accented by striking from the air.

Four before (C), in the lst violin part, a very brilliant
detache should be used; one before (C) detache lance, legato,
detache lance with a lift.

Viola -~ bowing is accented detache except for the measures
1ike 4 after 'gl - gee 1lst violin.

Four before (C) -~ spiccato except for accented detache note
two before (C).

Cello and Strin bass -~ heavy colle four befors (C); spiccats

one before (C).
igs a veriation of i.B! to (C). Only the last 4 measures of the lst
v:lolin part remain the same, The bowed portion of the second violin
purt is spiccato. Iz the viola part, the four measures before (D)
are spiccato. The Cello and string bass parts are much the same.
each string vart has the figure guarter-note () slurred to a double~
note or chord. The doubie-note or chord is sometimes.l., followed
by & 1Gth-rest and a 16thenote or 2. by a single 8th-note. In the
case of 1., the sixteenth is hooked in the same bow direction
accented detache., In the case of 2., the Sthe-note is played in a
nev bow direction with a lifted martele. The initial note (the

quarter-note) must be started as near the frog as possible and witl;
a martele beginning. Young players tend to use up a down<bow very
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PARTICULARS:

(P) to the end: Most of this part of the composition is a repetition. The new |

String Critique - Page U

Hungarian Dances Nos. 1 »1d 3

cont,

quickly so practice in using less than a half-bow for the quarter-
note will be needed., This will help them to have at least a half-
bow to spend on the double-note or chord - to have this amount of
how available is really an essential,

Jlie separate 8th-notes should be kept spiccato.

1st violin == the 16th notes 1 and 5 after E should all be played
in the same position (V and VI respectively) and with a semi-

spiccato bowing.

Violins -~ The trills should probably be 5-note ones beginning
wvith the main-note. The 2nd 8th after the trill should be bounced
except whexn held out.

Cello and bass -~ the arco quarters should be either detache porte

or accented detache depending on the amount of separation the

conductor desires,

section. (Kl to the end, asks for virtuoso performance of the lst
violins, The Cello part is in tenor clef for 2 measures. The
separate 8th notes in the Viola and Cello parts shouid be played

with a very heavy spiccato at the heel el of the bow. The string bass

should probably use the so-called "flit-stroke" with the whole
bow for its 8th notes.

The chords preceeding the final measure should be 80 played that
all their notzs sound simultaneously. The final chord is, of
course, indicated as a btroken one in the violin and viola parts.

Hungarian Dance No. 3

Beginning to gcz all parts -- The pizzicato portions should be played with the

goals of a.chieving perfect ensemble and beautiful tone 1n mind.

Use vibrato.

Viola and Cello -~ The arcc syncopation patterns should be bowed

with a 1light flying spiccato for the hooked 8ths and a light

susteired martele for the accerted gquarter notes. When the

passage "smooths out", the bowing might best be a light detache
porte.

gc) to the end: Violin and Viola parts -- Between (C) and (D), the 3-note

chords should be piayed without dividing, The 4-note chords
should.be divided as indicated.

-~ All parts -- between (C) and (D) the bowing is a colle (or &
lifted martele?) bow stroke for the short single eighth-notes
(chords in the upper parts); sustained martele or martellato

for the quarter-notes and half-notes (chords in the upper parts).

Viols and Cello parts - beginning 1 before (D), the triplet
measured tremolo might be best played sautille to avoid

drowning out other parts and to obtain clo.r:lty. Note the change

to duplets h before E.

String bass —- the son file beginning one before (D) is & good
chance for the players to show their "vaunted prowess"™ at the

use of this stroke.

Viola -~ The passage beginning at (E) is very importent and
must be very well played. Spiccato for the 16ths, staccato or
a slightly flying staccato for the hooked 8ths, ‘

. - e 9
e e v,
. A PR
M -
; B v ‘
«




I e i R e A R

Hungarian Dances No. 1 and 3

dirficult
Bralms
arr. Riesenfeld

BRASS CRITIQUE

Dance No. 1 -~ Octavas after (A) in trumpets will be difficult to tune. High E
(4th space) will proably be flat and low E will tend to be sharp. Same is true
with octave D's.

At (B), 8th notas should not be too short. Sforzato must be done more with
breath than with the tongue. Make much dynamic contrast as marked, At (D), ac-
cented notes should be long, but still separated.

* Dance Fo. 3 == At {C), be sure that tone does not become strident. HNotes should
be well accented. Insist on all dynamic indications; much dynamic contrast is
required. ‘

A1l ith space © naturals will tend to be flat in 1st cornet. Use of lst and
2nd valve on this note will help this problem considerably; however, be careful
of over-correction. :

WOODWIND CRITIQUE

Clarinet parts are very difficult, especially the first clarinet part.

Dance No, 1 - For 16th note passages at (C) and (I) use either QTP or Q™
(vhichever is easier and/or in tune) for high D. Rather than tonguing every note,
slur two and tongue two,

Dance No. 3 - These are also difficult parts. Clarinet has good work-out.

Bassoon - Dance No, 1 - Use this fingering for 3rd space gD
for projection.
The first part demands a well.developed upper register,
Dance No. 3 - Use "ta" for 16th notes at (B) in first part. Use "da"
for 16th notes in bar 7 of (B).

Obo:> = Dance No, 1 - Be careful to use Fork F with D to EP fingerings. 3 bars
‘after (E) finger high D

Dance No. 3 - Tonguing low C's in solo is very difficult., Use "da" and a

very open throat.
This is & hard part for oboe.
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Hungarian Dances No, 1 and 3

WOODWIND CRITIQUE cont,

Flute ~ Dance No, 1 - Difficult!
Trill C to D, 2 before (D) with DF triller.
3 after (B) trill D to EP with G# key.
5 before (F) trill straight fingering.
2 before (F) trill with thumb B key.

Dance No. 3 -~ Play grace notes straight; this section will take much
work,

Piccolo -~ Tricky, but range is easier than flute,

PERCUSSION CRITIQUE et s

N .
No. 1 ~ Triangle muffle after forte eighth note, c‘ 7 J:l . c‘t\ indicates

rlay quarter notes, .
Timpani tr .,.... indicates roll, Play with medium hard sticks,

No. 3 -~ B&u drum - use & medium hard beater, Do not allow excessive vibrations

vhen playing the pp eighth notes.,

g
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

O =

1. Legato_arpeggio (different note for each of 3 or 4 strings) -~ bow moves
in the same direction for 3 or 4 notes and in a smooth arc ('\ or s
taking 1 note and 1 string at a time.

2. Sautille” arpeggio (difrerent note for each of 3 or U4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille,

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 abuve
except that the bow springs.

Au chevalet -- at the btridge (see sul ponticello).

Au talon ~- at the frog or the heel of the bow.

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow, The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well ¢ the stick.
' The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tome.

Contraction -~ placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute. ~

Détache -- separate smooth bow strokes, one for each note, witk: nc variation in
pressure and no btresk between notes. This bowing is also known as the
simple détaché to distinguish it from the vo.r:lat:lons given below.

1. Grand d€taché -- same as the above but using the vhole bow for each note.

2. Accented detache -~ each bow stroke bdegins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in martele -
no separation between the notes.

3. Accented grand détaché ~-- seme as #2 above except that a whole bow is
used for each note.

4, pétachd pgrbe -~ stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not bte a
snall spacing between the notes but the impression shuuld dbe that the

notes are slightly separated.
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String Terminology - page 2

Détachd - (continued)

5. Détaché lancd -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear asepuration of the tones. The notes are neither accented nor
swvelled and are played like a martelé without the "pinch".,

Extension -- placing a finger or fingers farther apart on the string than their
aormal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the strini bass and could apply
to the cello only in thumb positicm.

1, 1-2 pattern means 12 3 L,

2. 2-3 pattern means 1 23 L, The basic finger patterns
3. 3-% pattern means 1 2 3h. }

i, Extended or All-whole-step or whole-tone pattern means 1 2 3 k, 1.e.,
no fingers are placed closely together.

5. 1''23 " pattern indicetes the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers. :

6. 12''3 4 patiern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

" 8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and G above).

Flautendo or flautato -~ indicates the production of a flute-like tone accomplish-
‘ ed Wy bowing lightly and with speed over or near the
edge of the fingerboard.

Fouetté (whipped bowing) ~- the how strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow & The tip.

Fiog -- 88 & bowing indication, it means that the player should use the hair near
: the irog of the bow to produce the aounds asked for.

Harmonics «- ﬂute-like tones produced by tcuching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harnénics -~ produced by touching a string shortened by a
stopping finger" (artificial nut).




String Terminology - page 3

"Hook" ~- attaching one or more notes to the ssme bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
sdvantageous to do so.

Jeté —- see ricochet.
Legeto -~ smoothly slurrel notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
Imre':- see portato.

Marteld ~- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually jJust martelé) -- bov pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note muat be separated from the others. The tone is
percussive, resonant, and staccato.

2. Suriained wtel_g_’ -~ same as simple marteld except that the tone is held
out. An adequate amount of bow mist be available for the note in question.
The bow i3 considersbly slowed after the marteld attack ("pinch").

3. Grand martelé -- the simple marteld executed with the whole bow.

_Mgt_g}g’_g;_ttc_k_ -- see #2 and #1 under marteld above and also under "pinch".

Martellato -- this means either martéle or a bowing that sounds like a martele,
i.e., in a martelé style.

"Pinch" -~ the pressure applied to the string with the bow which, when the bow is
noved, results in a consonant-like beginning of a tone. This is the
martelé attack. -

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign ?:). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and M.8. (mano
sinistra).

Point of conmtact -~ the place on the string at which the bow is placed.

Pertato (louré) -- two or more detache pgrté notes performed on the same bow stroke.

Restez «~ remain in the position.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes per impulse.

Saltando or Saltato -- & general term meaning springing, rebounding or bounced.

Q




String Terminology - page U

Sa.utille -~ & springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somevhat
above the middle.

Son £il¢ (spun tone) -- the long sustained tone. The vest point of contact is
nearer the bridge than it i3 with faster mov:lng bow
strokes. The player needs to maich up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tons "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the Jow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-8 apec:lﬁc term meaning to the string player that a series of small
marteléd strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very ra.pid oscillatior of the
bov arm vhich ma may need to be somevhat tensed to achieve success.

2. Flying staccato ~- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

‘ Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -~ pley with a relatively light bowstroke near znough to the
. bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of ataccato bowing.
: 2. Dashes may mean detache' or detache ;ggrte' .

] 3. Dashes and dots canbined may mean detache lance, a modified spiccato or
) a modified martele.

4, The tie or slur mark will mcan either to tie the notes or to slur the
notes (legaco).

5. The tie or slur mark in conjunction with dots will usually mean stacccto,
flying stsccato, fiying spiccato, or ricoches,




String Terminology ~ page 5

SIGNS (continued):

6. ?he tit; or slur merk in conjunction with dashes will mean portato
lourd

T. The staple-ghaped sign ( ™)) means down-oow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to 1ift the bor or at least to
phrase (breathe). It sometimes also means to recover the bov, that is,
move it through the air to the frog.

10. The sign, ) , means to 1lift the bow.
11. The sign // means to stop or to 1ift the bow or both.

12. The si'én / over a note means fouette or whipped bowing.

13. Tke point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x (or M, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

&. Fr. -- near the frog of the dbow.

b. M. == near the midde of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/% == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/38B, 3/4B, 1/4B, =tc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bew, etce.

18. The positions are indicated as follows:

(%) - half position.

£ = 1lst position.

II -~ 2nd position.

I¥s - intermediate position between 2nd and 3rd positions.
ete.

__[Kc.._,_.ww o et At it it
fed by




i
g
E
:
§

k
3
3
r

i

g

Absolute music

Aria

~ Atonality

~ Avant gerde

 Cadenza

Canon

Cantata

Chorale
Chorale-prelude
Classic scnata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento
Fantasia

Fugue

Herasonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

_Pertaining to those in the arts who create, produce or

"apyly nrew or original ideas, designs, ard techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantate is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elsboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually b octave renge-

Any keyboard instrument} clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
ncre than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundsmental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.
Improxptu Spontaneous music.
Invention Short two-voiced clavier pieces.
Kappellmeister Director of music to a Prince, King or Nobleman.
Lied (pl. Lieder) Germen art song.
Leitmotiv Leading theme in a symphony; in opera tagging every
character with a musical label.
Mass Part of the Ordinary Mass of Catholic church.
Mastersinger Member of the 15th - 16th century German guilds for
cultivation of music and poetry.
Musette Bagpipe - also movement of a suite.
Opera buffa Comic opera.
Oratorio Drama sung but not staged, costumed or acted.
Partial First toue in the harmonic series.
Partita Suite, seversal parts combined.
Passion Music sung from text of Gospels related to Christ and
Holy Week.
Polyphony Style of writing where composer pays particular attention
to melodie value of each part. ‘
Polytonality Use of several keys or tonalities at same time.
l Prelude Introductory movement.
{ Prograume music Music that tells a story, paints a picture o sets a mood.
E Recitative A style of singing that is more closely related in pitch
§< and rhythm to dramatic speech than to song.
i Requiem Mass for the dead.
é Rondo Last movement of concerto or symphony.
3 Scherzo Literelly a "jcke." 3rd movement of a symphony.
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Sonata-allegro form

Suite

Symphony

Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.

Sonata fzr orchestra in 4 movements:
1. sonata-allegro
2. slow
3. ninuet or scherzo
4. rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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THEME AND FINALE (VARIATIONS ON A THEME OF HAYIN)
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ROMANTIC PERIOD
1820 ~ 1900

Just as the French Revolution overturned the old order and stertad a new social
ege, 50 the Romantic movement in art shattered the treditionel set forms of the
classic and flooded menuscripts, cenveses and music books with undisguided,
unashamed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, of course,
ert style. This naturaily developed into & revolt against the more formel and
gsevere clements of the classic ideels of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personsl and impassioned.

From this ceme meny new art forms: the Bellade, Romanc~. Intermezzo, and the
Fantasies. Composers begen ﬁo set to music of haunting beauty the texts of the
Romentic poets, Goethe and Muller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed & complete transformation from its early Italian style. To bring
opera to its new helghts rere two famous men - the German, Wegner, end the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

In France Romenticism in painting evolved into Impressionism - & dreamy, nisty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism
onto the staff.
Pruly the Romsntic Period has meny facets and no one can be singled out as the
mein characteristic of the Period. It wes reslly & time of originality; the
individual artist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.
Musicians in Romentic Period
Chopin Composer of vast amount of piano literature.
Liszt Createst pianist who ever lived.

Rossini Opere composer - Barber of Seville.
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‘:rprdi Another opera composer - Aida,
‘Wagner : Creator of & new opera form.
Saint-Saens Composer of Carnival of Animals,
Debussy - Frem__:h‘ Impressionist.
Moussorgsxy Russian Nationalist.

Tchaikovsky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.

Brahms Successor to Beethoven in writing symphonies.
Dvorak Composer of Symphony #5 in E Minor ("From the New Wor1d")
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JOHANNES BRARMS

b. Hamburg, Germany 7T May 1833
d. Vienna, Austria 3 April 1897

In the poorer section of Heamburg, Germany, was born the man Johannes Brahms who
later was destined to be called "Beethoven's successor in the art of composing
music for the symphony orchestra." There was never any question as to what
Johannes would be. Both parents taught him his music and he responded et an

early age. His father saw to it that he had the best of teachers and Brahme was
soon composing music and conducting as well as playing the horn in the local bands.

With the famous Hungarian violinist, Reményi, Brahms traveled all over the Rhine
country and carried his bundle of menuscripts with him. It was on one of these
trips that he met Robert and Clara Schumann snd made s friendship that was to
last him the rest of his life.

These were the learning years. When he was thirty years old he decided to try
his luck in Vienna, t*- magic city of music. This was his home for the rest of
his life and here %e devoted himself almost exclusively to the work of musical
composition. He soon discovered that a definite position with its routine and
policies was not for him. These wers the wandering years, Usually he spent one
cr two of the winter months traveling, making guest appearances as conducior and
pianist. In the summer he lived outside of Vienua in his beloved mowntain dig-
tricts. The rest of the time he lived in his humble quarters in Vienna.

He never married but dearly loved all people end they in turn reciprocated that
love. "Herr Doktor" was a familiar sight as he smbled down the streets of the

city, whistling a tune or composing & melody later to be transferred to th. menu-
script.

The master years were spent simply. He rose early to catch the birds singing,
took long walks in the country, and went back to the local Inn for his noon meal.
He soon took his place in the Austrian city as the greatest of living conmposers.
He hated publicity and tc his dying day remained shy and aloof, a simple~heorted
man loving nature ané menkind.

Brahms had the Classicist's feeling for tradition and form but to these he brought
a wealth of emotion, feeling, and poetry. He combined freedom of emotion with the
discipline of structure and classical technique, producing en art that was unique~

Works:

k Symphonies
Variations on Theme of Haydn
Concerto for violin and orchestrs
Concerto for violin, cello and orchestra (Double Concerto)
German Requiem (written for Robert Schumann)
Hungarian Dances
2 Overtures - Academic Festival
Tragic
Violin end cello sonatas
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Theme snd Finale | |
Variations on a Theme of Haydn

R
4
eagy-moderate
Brahms
arr. Jurey

The Variations on & Theme of Haydn was Brahms' first major work for orchestra.
WritSen when ne was 4O years old, Bralms made his first serious attempt to invade
the symphonic field. On¢ version of this number is for two pianos, unaccompanied.

The Haydn theme on which this work is based came from the gecond movement of a
1ittle known Divertimento called The Chorale St. Antoni.

The work opens with the theme of the chorale followed by eight variations. The
finale opens with & S-bar ground bass version of the Haydn theme. At last the
chorale returns in its original form in the woodwinds and then is pleyed by full
orchestra. The music ends suddenly 1ith a dramatic outburst by the entire
orchestrs.,

The arranger, Jurey, has long been an instrumental music teacher in Celifornis
schools. Since 1955 he has been Supervisor of Music in the Los Angelee City
Schools.

The recording is one by the o0ld Master of the podium, Arturo Toscanini and
the NBC Symphony Orchestra.

©
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Theme and Finale
Variations on A Theme of Haydn
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GENERALTTIES STRING CRITIQUE
Finger Patterns, Exteusions and Contractions:

Advanced violir == 1-2, 2-3, 3:b, ext.; 1lst finger extensions.

Violin A -- 1-2, 3-4, ext.; lst finger extensionms.

Violin B ~~ 1-2, 2.3, 3=k

Violin € «- 2«3, 3-4; 1st finger extension.

Cello -~ lowered extensions.

Violg -- 1-2, 2-3, 3-4; lst finger extension.

String bass -- axtension (pivot) of first finger.

> Positions:
Advanced violin -- I, II, III, IV
Violin A -- I, II, IIXI, IV
Violin B =~ I, III
Violin C -~ I, III
Violeg -- I, II, III
Cello -~ I, I, I1I, 1V
String bass -- %, I, II, 1Tk

Bowing: legato, linked detache lance, detache, colle, sustained A martele, heavy
spiccato at frog, detache porte, staccato.

T R T T e e e R N T T T e R T 1 - -

Fizzicato: R.H., quarter-notes in cello and string.bass parts.

EE AT e R e

Ornavents: None

e

Iremolo: None

Dynamics: PP, P, MP, Mf, £, ff, cz.'::., et

e T A o T A —

Rhythms: no unusual difficulties.

Meters, tempos snd tempe changes: Andente, ¢ .
[)

Double~notes: violin B == 1

;’ o-M6 2 2
1l 2

Chords: Advanced violin o=-G Major, 1-C Major
o 0

Harmonies: violin B ~- mid-string G

Sigﬂﬂo (‘ ’-\”'\ r V,, ,,f\’oo,-&’ﬂ':::,’?,?’ )

Vocabulary: theme, finale, a.ndante, piano, forte, pianissimo, fortissimo, mezzo
fortz, mezzq piano, marcato, staccato, spiceato, slur, tie, hock.

Comment: rapid one octave scales T note grouping in the advanced violin.

EKC
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String Critique - page 2

VeriatIons on Toeme of Haydn
PARTICULARS

Beginning section: advanced violin and violin A perts -- III position because
the melody Pits well on the D string, tLe D string color is [
appropriat- fcr the melody and the fingering is strong, (B
smooth ant « .y to tune in this position. Extend first finger
for tk~ ¥ 5 - don't shift.

Violin 8 ; +<% ~=- this sectiop is left in first position be-
cause the -.-ernative possidilities seem to offer no advant-
ages, only greater difficulties. The use of so many open

D's is perhape not ideal, but the tone of the D string is
usually moderately good even on poor instruments and the D
string will sound vibrant if the D an octave higher is vi-
brated. Second finger should cover both strings vhen playing E
F# to B. The playsrs should try to keep the quality of tone 3
as alike as possible even though two strings .are being used. 3

f
5
[ Theme and Finale
:
|
T
|
E
]

Bowing for the theme is detache lance except when legato is
indicated with slurs. This is true in spite of the printed
markings that seem to indicate some form of staccato or
martels and unseparated half notes.

The pizzicato in the cello and string bass shouvld be round -
and full slthough soft, even and with vibrato. Players 1
gaould stay out of the rosined area for plucking. The 3rd
measure should be made to stand out and other similar mea-
sures likewise. II position is used in both parts to avoid
the booming that cpen strings might give. Open strings are
distinctly in the minority of the notes played on string in-
struments: their color is so different that they must be
used tustefully and with care, not indiscriminstely just be-
cause the note is easier to sound and an approximetion of the
correct pitch is assured (that is - if the temperature hasn't
changed it or the pitch of the other instruments).

A before (B): cello -~ IV, III and II positions used to keep a more consistent 3
aquality of tone. - RS

2nd ending to (C): all violin parts ead vicla part -- bowing is colle for first |3
quarter-note, sustained martele for the second quarter-note. .

2nd ending to (D): use of positions other than first is to keep tone qualities
more consistent. Most staccato 8th-notes should be bowed
spiecato near frog; quarter-notes, martele; dotted quarter-
notes (accented), sustained martele in lower % of bow,
linked 8th-notes, staccato. S

(D): string bass -~ III position. '
all string parts -- half-notes should be played detache lance.

| N !.. )
2 (3': advanced violin -- chords should begin with & martele atteck the lower 3 E
| notes simulbsncousiy sounded. Only the top note (a dotted half-note) ¥
| should be sustained. Bowing is thus a sustained mariele. i

211 string parts -- lift the bow slightly before beginning the dotted half-
note so that the quarter-note will not be too loud in relation to the °

©

 ERIC
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String Critique - page 3

Theme and Finale
Variations on Theme of Haydn

PARTICULARS cont,
dotted half-note.

Last 3 measures -- mertele attack on each note. Change bow (inaudibly) as
nmany times as uecessary on the last note to keep the volume
up.
string bass has indication to use the stronger 2nd finger
for these last G's. The open G string should be allowed
to vibrate sympathetically.




Theme and Finale
Variations on a Theme of Haydn

R
4
easy-moderate
Brahms
arr. Jurey
BRASS CRITIQUE : 3

Trunpet nctes in measure 6 should be very soft and sustained. Blend with horn. i

At (A) be sure brass plays .. full 4-measure phrase. Slurred staccato should be
very slightly separated.

= R

At (B), be sure that brass f does not become heavy; messo forte would be better
for brass here. Beets 2 and 3 of lst measure of (B) should be just like previous
slurred staccato.

Second ending before (C) is well edited. Play just as marked, short note follow-
ed by long note.

. At (D), insist that trombones get 2nd position A natural high enough. It will
¥ tend to be flat.

At (F) E naturals in trumpets will tend to be flat - 1 & 2 fingering may be
better here.

In general, piece should present no critical brass problems.
: WOODWIND CRITIQUE

Clarinet - No problems except for playing in the key of A.

. Oboe - Liner may be needed over first and subsequent dars to get length needed in
,  this style. Careful attention must be paid to phrase consideration for breath

. marks. Length of phrase at (B) is so great that oboist will need breath before he
has used up what is in his lungs. He should expell with a& "ha" quickly before he
takes a new breath. .

Flute - Lines over opening bars may be needed for length of notes in this style.
Very demanding of breath control. FPhrase carefully!

PERCUSSION CRITIQUE

Snare drum rhythm measures 1-4 after B; 1-I after D; one measure before E is in
unison with ensemble. Triangle on the second ending is in unison with the wood-
vinds and French horn. Don't play too heavy, the triangle will be heard above
the other instruments. Muffle the triangle on beats two and three in the second
ending. Timpani and bass drum three measures from the end muffle on beats two and

four.
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EXPLANATION OF STRING TERMINOLOGY

Arco == with the bow.

frosch -~ 8% the frog or the heel of the bow,

O ww

1. Legato_arpeggio (different note for each of 3 or 4 strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth src (""\ or J)
taking 1 note and 1 string at a time.

2. Ssutille”arpeggio (different note for each of 3 or 4 stringe) - bow moves
in & different direction for each note and string while springing as in
regular sautille. -

3. Springing (saltando, ricochet or jete) arpeggio -- same as #1 above
except that tle bow springs.

Au chevalet «- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Col1é - the string is approached from the air and "pinched” lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximetely haif the halr as well as the stick.
The bow hair mey either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone. _

Contraction -- placing fingers closer together on the strings than their normal
Placement requires.

Dampfer -- the mute.

DEtache - separate smooth bow strokes, one for each note, with no variation in
pressure and no break betwe=en notes. This bowing is also known as the
simple détaché to distinguish it from the variations given below.

1. Grand ddtaché -- same as the sbove tut using the whole bow for each note.

2. Accented detache -- each bow stroke begins with a sudden increase of speed
and pressure but withcut "pinching" “he string sharply as in martele --
no separation between the notes.

3. Accented grand adtacné -- same as #2 above exiept that a whole bow is
used for each ncte.

4. ptache portd -~ stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the imprassion ehould be that the
notes are slightly separated.

EKC

Aruitoxt provided by Eic:




String Terminology - page 2

Détachd -~ (continued)

5. Détache' 1anc¢§ -- & shortened quick bow siroke beginning with great
speed slowing toward the end of the sound. Ususlly there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Extension -- placing a finger or fingers farther apart on the striag than their
normel placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 &,

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-h pattern wmeans 1 2 34. }

e

L. Extended or All-whole-step or whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5. 1''23 L pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and & half-tone between 2nd snd 3rd
fingers.

6. 12''3 L pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23'*}4 pattern -- augmented 2nd between fingers 3 and U; half-step
between fingers 2 and 3.

' 8. Oth" ~ finger patterns are not only possible but practical and are in-
dica.2d with their full configurations as were the "augmented second"
patterns (nos. b, 5 and 6 above).

Flautando or flautate -- indicates the production of & flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard. '

Fouetté (vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- a8 a bowing irdiestion, it means that tn:e player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
thet force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Ratural hermonics -~ produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut).

©

ERIC

Aruitoxt provided by Eic:




e o TR R AT e T TR T

SN TTENS TR T a0 AT Yy ® T a e

T e T TEERAE R T

H-r FPRRTTRNG s TR R T T TN e S TR T T A e

String Terminology ~ page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jetd -- see xicochet.
Legato -- smoothly slurred notes.

Lifted bowstiokes -- bowing that involves lifting the how from the string to
achieve the proper effect.

"Link" -- see "hook".
Lour€ -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually just martelé) -- bov pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccate.

2. Bustained martele’ -- same as simple martele marteld except that the tone is held
out. An adequate amount of bow must be “be avallable for the note in question.
The bow is considerably slowed after the marte I sttack ("pinch").

3. Grand marteld -- the simple martelé executed with the ‘whole bow,
Martelé‘ attack -- gsee #2 and #1 under ne.rtelé' above and also under "pinch

Martellato -- this means either martélé or a bowing that sounds like a martele,
i.e., :ln a martelé style,

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, resulta in a consonant-like beginning of a tone. This is the
martele attack.,

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of ccntact -- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte notes performed on the same bow stroke.

Restez =- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
mekiag possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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String Terminology - page U4

Sautille —- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1¢ (spun tome) -- the long sustained tone. The best point of contact s
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -~ see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato ~- a general term meaning that the notes are shortened.

-- 8 specific term meaning to the string playexr that a series of small
marteléd strokes are to be executed on one and the same bow stroke.
(Aleo called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillatiorn of the
bow arm which may need to be somevwhat tensed to achieve success.

2. Flying staccato -- performed in the sam: menner as the solid staccato

except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- vlay with a relatively light bowstroke near enough to the
oridge so that & nasal glassy tone quality is produced.

cal tasto, sul tastiera. or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean dsiache or detache porte' .

3. Dashes and dots combined may mean detache lance s & modified cpiccato or
a modified martel€.

4, The tie or slur mark will mesn either to tie the notes or to slur the
notes (legato).

9. The tie or slur mark ir conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.




String Terminology - page U

Sautiile -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somevhat
above the middle.

Son £41¢ (spun tone) ~- the lcng susteined tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achleved, the tone "spins out"
almost without effort.

Sounding point -~ see point of contact.

Spiccato -~ the bow is dropped from ab(ve the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-= 8 specific term meaning to the string player that a series of small
marteld strokes are to be executed on one and the same bow stroke.
{Also called solid staccato end martelé staccato.)

1. Rapid or nervous staccato -- executed ty a very rapid oscillation of the
bow arm which ma; may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the golid staccato
excopt witk a lighter pres#sure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- piay with a relatively light bowstroke near enough to the
bridge so thet a nasal glassy tone guality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form of detachs or any type of staccato bowing.
2. Daghes may mean detache' or detache mrte' .

3. Dashes and dots ccmbined may mean detache 1ance, a modiried spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

o
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6.
T
8.
9,
10.
11,
12.
1k,
15.

16.

17.

18.

'{he t1;§ or slur merk in conjunction with dashes will mean portato
loure).

The staple-shaped sign (™) means down-bow. This sign sometimes occurs
upside down.

The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to lift the bow or at least to
ptrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

The sign, ) , means to 1lift the bow.

‘The sign // means to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or N, or V), means an extension of one half-step.
The sign § (or xx) means an extension of one whole-step.
The sign 9 indicates the use of the thmb to finger a note.

Bow placement or the area of the bow to be used:

a. Fr. -~ near the frog of the dow.

b. M. == near the middle of the bow.

¢. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/U of the bow.

C. 001/2’ 001/3’ Uol/h - the uppel’ 1/2’ 1/3’ 1/1" Of the bO‘V.

f. WB, 1/28, 1/3B, 3/4B, 1/iB, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/ of the
bow, ete. :

The positions are indicated as follows:

(%) - half position.
I « 1st position.
II - 2nd position.
I% -~ intermediate position between 2nd and 3rd positions.
ete.




Absolute music

Aria
Atonality

Avant gerde

Cadenza

Canon

Cantata

Chorale
Chorale~prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrepuntal

Divertimento

Fantasia

Fugue

Harmonic series

- 'ST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of' Lutheran church.

Elsboration of the chorale played before the singing.
Form of the symphony (U4 movements).

Clavier hit by tangent - usually b octave range-

Any keyboard instrument;} clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrepuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Masg

Mestersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology -~ page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German gu®lds for
cultivation of music and poetry.

Bagpipe - also mcvement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

. ‘,
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Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.

©
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ANDANTE FROM BRAHMS DOUBLE CONCERTO

easy

arr. Carlin
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the oli nrder and started a new social
age, 80 the Romantic movement in art shattered the traditional set forms of the
clessic and flooded menuscripts, cenvases end music books with undisguided,
unashamed emotions.

The wetchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into a revolt against the more formal end
gevere elements of the classic ideals of the seventeenth and eerly eighteenth
centuries. The romantic style was the composer expressing his own individual
experiences, personel and impassioned.

From this came many new art forms: the Ballade, Romance, Intermegzo, and the
Fantasies. Composers begen &o set to music of haunting beauty the texts of the
Romsntic poets, Goethe end Muller. In Germany these took shape as the art songs
or Lieder. ‘

Opere enjoyed a complete trensformation from its early Italian style. To bring
opera to its new heightas were two famous men - the German, Wagner, end the
Italian. Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note & development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

In France Romsnticism in painting evolved into Impressionism - & dreamy, nisty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism
onto the staff.
Truly the Romantic Period has meny facets and no one can be singled out as the
mein characteristic of the Period. It was really a time of originality; the
individual artist and his personal feelings were finaliy breakihg through to
the front of this world of Giants of the Romantic Period.

Musiciens in Romantic Period
Chopin Composer of vast amount of plano literature.
Liszt Greatest pianist who ever lived.

Rossini Opera composer ~ Berber of Seville.




Romantic Period - pg. 2

Verdi Another opera composer - Aida.
Wagner Creator of s new opera form.
Saint-Saens Composer of Carnival of Animals.
Debussy French Impressionist.
Moussorgsky Russian Rationalist.

Tchaikovsky Most populer Ruasian composer.

Rimsky-Korsakov Master at writing for orchestra.

Brahms Successor to Beethoven in writing symphonies.
Dvorak Composer of Symphony #5 in E Minor ("From the New World")

©
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Andante
from Brahms Double Concerto
R
5
easy
Brahms
arr. Carlir

Written for violin, cello and orchestra in A minor, the Double Concerto was Brahms*
last concerto. Here Bralms tried a 19th century adaptation of the concerto-grosso
form. The two solo iustruments are socmetimes in conjunction and sometimes in con-

trast to the orchestra. The second movement (andante) has been arranged by Carlin
for the orchestra. :

Mr. Carlin, the arranger, established the Carlin Music Publishing Company in
1955. This is & leading publishing coampany of fine music by the master composers
arranged for school orchestras. Nearly half of the company's publications have
been arranged by Mr. Carlia. Mr. Carlin is a Tulsa, Oklahoma, man; & fairly

young man (41), he majored in music composition et tke University of Southern
Californis.
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Andante from Brahms
Double Concerto

Brabtms
Arr. Carlin

E GENERALITIES STRING CRITIQUE

Finger Patterns, Extensions and Cont.actions:
Advanced violin - 1-2, 2-3, 3-Uj 1st & bth finger extensions; 1-4 contraction

@t -c ).
Violin A -- 1-2, 2-3, 3-U; 18t & h'l(:h finger)eatens:l.ons, 1-4 contraction
¢ - C

{ Violin B ~- 1l-2, 2-3, 3-4 ext.; lst fiuger extensions.
&1 Violin C -~ 2-3, 3-4; 1st finger extensions.

§ Viola -~ 1-2, 2-3, ;-h 1st finger extension.

Cello - lowered and upward extensions.

Striug basg -~

Positions:
Advanced violin -- I, II, III, IV, V, VIII.
Violin A -- I, II, III
Violin B — %, I, III
Violin C -- I, II, 111
Violg -~ I, III
Cello - I, I, I1I, IV
String bass -- %, I, II

e e A R i e Al R a3

Bowing: legato, detache, hooked detache lance, detache lance, loure, so:irile,

Pizzicato: R.H.

B RRCTEAREE. A R e

s Ornaments: None

Tremolo: None

Dynemics: £, p, mf, cresc., PP, PPPy == 5 —
Rhytims: nothing unususal.

Meters, tempos and tempo changes: andante, 3/4, ritardando,
Double-notes: None

Chords: None

Harmonics: Advanced violin -~ mid-string A -.
and violin A

Vocabulery: andente, legato, forte, plano, mezzo forte, crescendo, diminuendo,

solo, tutti, ritardando, planissimo, plenississimo, slur, tie,
hook, detache lance, loure,

Cooment: 2 or 3 violins solo.
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String Critique - Page 2

Andante from Brahms
Double Concerto

PARTICULARS

Altlough it is commonly accepted as a rule, paired slurred 8th-notes should
not always have a noticeably wenker 2nd note. This composition presents an
example of this point. To make every pair of slurred 8ths noticeably strong-
weak, strong-weak would meke this music unutterably dull. The fact that these
are 2 measure phrases with the climex falling at the beginning of the 2nd
measure should be clear and each 8th note should grow from the preceeding one so
that the phrase "arrives'" at the lst beat of the 2nd measure.

Beginning at (9), this phrasing is changed with the strongest part of each
2 measure phrase being at the beginning of the phrase. The phrase beginning at
(13) has its climax delayed to the 2nd beat of its 2nd measure. The next phrase
is extended to 3 measures through repetition of its lst measure. At (18), the
phrases are like those at (9) but beginning at (22) a greatly extended phrase is
made up of two beat phrase members until the forte where the phrase members resume
their 3 beat length.

tebme- aacaas N ok »

At (29), the phrases reach their climax again as did the very beginning
phrases but due to the bowing change, the 2nd beat will receive less emphasis and
the 3rd beat more. Here, care must be taken to avoid overemphasis on beat 3
because an equal amount of bow has to be used for unequal time spans. Generally
the longer duration down bow must be nearer the bridge, the shorter duration
upbow nearer the fingerboard.

At (37) the rhytim of the previous measure pairs is switched. Since a WB
should be used on the half-notes, the bow will by degrees hLave to be returned
to the frog for the next half-note. (Length of down bow strokes must be less
than upbow strokes).

The passege beginning at (41l) is like that beginning at (13).

At (50), if the 8010 violin uses the sdvanced part, perhapa the violin A
solo part should be omitted. The bowing for the soulc parts is detache lance,
some being linked two to the bow. A silvery, sweet, ethereal quality should be
aimed for.

The fingering in al’. the string parts is aimed at achieving the king of tone
appropriate to the music in as consistent a manner as possibls. String sections
in which no plsyers have a vibrato and which seem reluctant to try to learn
vibrato will not successfully perform this composition.

©
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Andante
from Bralms Double Coticerto

Brahms
arr. Carlin

BRASS CRITIQUE

Because of the key, the trumpet will have & slight twiing problem. The first
trumpet is playing Uth space E frequently and the 2nd is playing low D and Cf a
great deal. The hizh E will be flat most of the time and the low D~CF will be
quite sharp. Care must be taken to insure accurate tuning. These notes must be
"lipped" into correct pitch - last & 2nd valve will help the high E tuning.

This will be the problem in this plece, The notes are not particularly difficult
and style wiil not be & problem. At (13) make sure that trumpet gets the low E
down low enough, and the high E high enough in measure 1li.

No vibrato throughout. Concept of tone should be dark and round.
WOODWIND CRITIQUE

Clarinet - At (9) and (18) use chromstic F¥. Second measure after (9) and (18) use
Third measure after (9) and (18) use the chromatic F#.

Four sharps might present a reading problem. Both clarinet

parts are written quite a good deal in the throast register which

might present some tuning problems. ,

Oboe - Use L.H. D¥ in bar 10. Keep throat open and play full to slur down to D in
bar 13.

This part is unusually low, with many problems that would not be found 8 va. If
oboist gets hung up try shifting to upper register.

Flute - Insist on 2 - bar phrases as at opening. Slow tempo and f will use up
breath quickly. If tone is breathy decrease size of opening in embouchure from top
to bottom. The pilece is a fine study in breath control.

Tendency may be to separate each pair of slurred eighth notes; don't allow any
daylight to show through.

PERCUSSION CRITIQUE

The percussion parts are generally independent from other parts.
Exceptions: timpani in unison with brass at (49), (50-52), (53). Measures (50),
(52) and (53) muffle on beat two.

©
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.

Am frosch -~ at the frog or the heel of the bow.

O ==

1. Legato_arpeggio (different note for each of 3 or 4 ctrings) -- bov moves
in the same direction for 3 or 4 notes and in a smooth arc (-'\‘ or s
taking 1 note and 1 string at a time.

2. Sautille” arpeggio (different note for each of 3 or 4 strings) -- bov moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jJeid) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Coll¢ -- the string is approached from the alr and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contracvion -- placing fingers closer together on the strings than their normal
placement reguires.

Dampfer -- the mute.

Détache == separate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the
simple d¢taché to distinguish it from the variations given below.

1. Grand d€taché -- same as the above but using the whole bow for each note.

2. Accented dé'taché’ -- each bow stroke begins with a sudden increase of' speed
and pressure but without "pinching" the string sharply as in martele --
no gseparation between the notes.

.

3. Accented grand détaché -- seme as #2 above except that a whole bow is
used for each note.

4. p&taché porte -- stroke begine with a slight swelling followed by & grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the
notes are slightly separated.

©
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String Terminology -~ page 2

pétachd -~ (continued)

5.

Détachd lancé -~ a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usnally there shoiuld de a
clear separation of the tones. The notes are neither accented nor
gwelled ard are played like a marteld without the "pinch".

Extension -- placing & finger or fingers favther apart on the atring than their

normal placement.

~ Pluger patterns -~ the patterns of spacing between fingers of the left hand.

1.
2.
3.

h.

5

. Fouettd

These are not applicable on the string bass and could apply
to the cello only in thumb position.

1~2 pattern means 12 3 4.
2-3 pattern means 1 23 k. The bas)c finger patteras
3-U4 pattern means 1 2 3k,

Extended or All-whole-step or whole-tons puttern means 1 2 3 k4, i.e.,
no fingers are pleced closely together.

1''23 Lk pattern indicates the presence of an sugmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

12''3 b pattern -~ augmented 2nd between fir-ers 2 and 3; half-step
between fingers 1 and 2.

1 23''}4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

Other finger patterns are not only possitie but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and' 6 above).

Flautando or flautato «- indicates the productica of a flute-like tone accomplish-

ed by bowing lightly and with speed over oy near the
edge of the fingerboard.

(whipped bowing) -~ the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-~bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics ~~ flute-like tomes produced by touching & string in places (nodes)

that force the string to divide itself into fractions of itself
(balves, thirds, fourths, fifths, etc.)

1. Natural hermonics -- produced by touchirg an open string.

2. Artificial harmonics -~ produced by touching a string shortened by a

"stopping finger" (artificial nut).
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jetd -- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
Loure' ~- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

H
1. Simple martele (usually Jjust martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" mnst of the pressure is released. The bow
moves rapidly. Each note mut be separated from the others. The tone is
rercussive, resonant, and staccato.

2. Susteined martele -- seme s simple martelé except that the tone is held
out. An adequate amount of bow must be availab];e for the note {L'n question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the simple martelé executed with the whole bow.

Martelé attack -- gee #2 and #1 under marteld above and alsc uader “pinch’

4
Martellato ~- this means either martélé or a bowing that sounds like a martele,
i.e., in a martelé style.

"pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonent-like beginuing of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be us€d are R.H. and L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato (loure) -- two or more detache ggrte' notes performed on the same bow stroke.

Restez == remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and sllowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato ~-- & general term meaning springing, rebounding or bounced.

©
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String Terminology - page 4

Sautille «- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son rild (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
gtrokes. The player needs to match up the duration of
the tone with bow speed snd sounding point. When the
proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point -~ see point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.
The flying spicceto is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that a series of small
marteld strokes are to be executed on one and the same bow stroke.
{Also called solid stacesto and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner af the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes. .

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively 1light vowstroke neer enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
. 1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detacheé or detache porte' .

3. Dashes and dots combined may mean detact f_lance’ , & modified spiccato or
a modified marteld,

4., The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
" flying staccato, flying spiccato, or ricochet.




String Terminology - page 5

SIGNS (continued):

6. 'fhe ts or slur mark in conjunction with dashes will mean portato
louré).

7. The staple-shaped sign ( ™)) means down-bow. This sign sometimes occurs
upside down. .

8. The sign ( v ) means up-bow. This sign also oceurs upside down in some
editions.

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1ift the bow.
11, The sign // means to stop or to 1ift the bow or both.

12, The sign / over a note means fouette or whipped howing.

13. The point or wedge ( y ) often means martele or a martellato execution.

1k, The sign, x (or », or v), means an extension of one half-step.
15. The sign i (or xx) means an extension of one whole-step.
16. The sign ¥ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -~ near the frog of the bow.

b. M. == near the middle of the bow. '

c. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/h <= the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/4 of the dbow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as follows:

(3) -~ helf posivion.
I = 1st pcaition.
II -~ 2nd position.
II% -~ intermediste position between 2nd and 3rd positioms.
etc.
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Absolute music

Aris
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale
Chorale~prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to progrzmme music - music that has no admitted
association with saything outcide of itself.
A song for one or more voices.
No key used.

Perteining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave renge-

Any keyboard instrumentj clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
hermonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntel composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.,




Harpsichord

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Iied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every
character with & musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Musette Begpipe - also movement of & suite.

Opera buffa Comic opers.

Oratorio Drama sung but not staged, costumed or acted.

Partial Pirst tone in the harmonic series.

Partita Suit=, several parts combined.

Pasgsion Music sung from text of Gospels related to Christ and
Holy Week.

Polyphony Style of writing where composer pays particular attention
to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movenent.

Programme music Music thet tells a story, peints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch
end rhythm to dramatic speech than to song.

Requien Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.

Digest Terminology - page 2

Clavier with strings struck by quills.




Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recapitulstion

Suite Set or geries of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.
Virtuoso Soloist.
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ALLEGRETTO GRAZIOSO
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, 80 the Romentic movement in ert shattered the traditionel set forms of the
clessic and flooded menuscripts, cenveses and music books with undisguided,
unashamed emotions.

The watchword was freedom: freedom of thought, trede, religion, and, of course,
art style. This naturally developed into & revolt against the more formal end
gevere elements of the classic ideels of the seventeenth and early eighteenth
centuries. The romantic style was the ccmposer expressing his own individual
experiences, personel and impassioned.

From this ceme meny new art forms: the Bellade, Romance, Intermezzo, and the
Fentasies. Composers begen }';o set to music of heunting beesuty the texts of the
Romentic poets, Goethe end Muller. In Cermany these took shepe a8 the srt songs
or Lieder.

Opera enjoyed & complete trensformetion from its esrly Italien style. To tring
opera to its new heights were two famous men - the German, Wagner, and the
Italian, Verdl.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony vhere Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the verious instruments as used by the
COMpPOSexs .

In France Romanticism in paintirg evolved into Impressionism - & dreamy, misty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism
onto the staff.

Truly the Romsntic Period has meny facets and no one can be singled out as the
mein characteristic of the Period. It wes really a time of originality; the
jndividual artist and his personel feelings were finally breaking through to
the front of this world of Giants of the Romentic Period.

Musicians in Romentic Periocd

Chopin Composer of vest amount of pleno literature.
Liszt Greatest pianist who ever lived.
Rossini Opers composer - Barber cf Seville.




jav)

Romantic Period - pg.

Verdi Another opera composer - Aida.
Wagner Creator of a new opersa form.
Saint-Sacns Composer of Carnival of Animals.,
Debussy Frenck Impressionist.
Moussorgsky Russian Nationalist.

Tchaikovsky 108t popuiay Russian cOmposer,

Rimsky-Korsakov Master at writing for orchestra.

‘Brahms Successor to Beethoven in writing symphonies.
Dvorak Composer of Symphony #5 in E Minor ("From the New World")
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FRANZ SCHUBERT

b. Vienna, Austria 31 January 1797
d. Vienna, Austria 219 November 1828

Again we find that famous city of music, Vienna, as the birthplace snd home of a
famous musician. Franz Schubert, one of the greatest of the Romanticists, was
born into the family of the local schoolteacher. It was jJust naturally szsumed
by everyone that Franz would also teacii school. There was very littlz chance of
earning a living by music in 1812. His entire family was musical and, in addition
to his normel school training (to become a teacher), he wrote music for the family
quartet to play.

Given an appointment to teach in his father‘®s school, he soon learned that the
drudgzry of the schoolmaster's lot was not for him. He decicded to quit his job and
went to live a Bohemian artist's life in Vienna. He had a passion for friendship
eand his friends decided his talent was so great that something hed to be done to
relieve him of the drudgery of earning & living. These music-loving people became
knowvn as "Schubertians" and helped him get established as a young and eager com-
poser. Schubert shared bachelor quarters with his friends ir a “"community" life.
When one of them had luck to sell a painting, a poem, or & piece of music, they all
dined sumptuously and went to the theatre. They lived on rolls and coffee aund even
borrowed each others clothes.

Like Haydn, Schubert was engaged as music tsacher in the household of Count Ester-
hazy, & wonderful opportunity for teaching music, performing and composing. He
never married but his famous romance for the Countess, Caroline, has been used as
the plot for a very successful musical, "Blossom Time."

Schubert and Beethoven lived within a mile of each other but seldom met. Beethoven
had withdrewn from society because of his deafness and Schubert was intensely shy
and stood in awe of Beethoven. He had little better luck with his other hero,

the German poet, Goethe. Twice be sent Goethe sets of his songs using the poet's
works as texts but the master poet did not even acknowledge the gift.

Like Mozart he never realized much financial gain from his music. After his death
his entire possessions were sold for twelve dollars. However, he did leave a
large stack of manuscripts, a priceless gift to the world of music.

Schubert possessed greet skill as a "colorist" in his music. He was fond of the
restless movement of violins and soft persistent plucking of the basses and this
was quite evident in his Unfinished Symphony. He was a “melodist": often melody
following melody with apparently little connection. Perhaps his greatest contri-
bution to the world of musical literature was the Art song, or German Lied. He
had a uniquely happy agreement between verse and music. He always vsed great
literature for his text, and borrowed from Goethe and Shakespeare Zor two of his
most famous Lieder, The Erlking and Hark, Hark the Lark! Interesting to mote
that Schubert was an avid reader and when he was so ill just before he died, asked
a friend to send him copies of James Fennimore Cooper's The Last of the Mohicans,
The Spy, and The Pioneers.
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Schubert - page 2

Works:

Over 1200 pieces of music
600 Songs
9 Symphonies
2 Operas
Chamber music
Piano music
Sacred music
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Alleggetto Grazioso

GENERALITIES:

Finger pat*~vns, extensions and contractions:
Advanced violin e Ext., 1«2, 2=3, 3=lk.
Violin A == Ext., 1-2, 2-3, 3-h; first finger extensions,
ViOIin B b Exto’ 1-2 2-39 3-1‘0
Viola == 12, 3-i; ﬁrat finger extension.

Positions:
Advanced violin -- I, III.
Violin A -- I, III.
Violin B -- I, II, III,
Viola -~ I, II, III.
Cello -- I, II, IV.
String bass -- %, I, II.

Bowing: legato, martele, accented detache, sustained mar'ceie, detache,

m no't nadee EQ‘!‘.Q

Bl e v -

Ornaments: None

Tremolo: None

Dynamics: P, mf, £, ff, =", —— , 8f, Cresc.

Rhythms: nothing unusual.

Tempos and tempo changes: C, allegretto grazioso.

Double-notes: Violin A == 2 Violg == 1 2
l-mb, o=Mb, O-uT,

Violin B == 2 1l 2
o-mT, 0~M6, l-mb.

Chords: None

Harmonics: None

Signs: MV, Vo 7 N 9veeeg ===, T 5 2 a0 70,
Vocebulary: dolce, divisi, and see above,

Comment: This piece requires quite a bit of alternation between legato and
martele bowing.. . .

(X
o
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String Critique - Page 2

Allegretto Grazioso

PARTICULARS:

Beginning to (5): advanced violin and violin A -- The first note is marked Uth
finger even though the E string quality seems best for the
rest of the phrase, To use the oran E would be to take a
chance that all the E strings werc still in tune but even more,
the quality of student violin E strings is such that the tone
would probably be bad and it is difficult to improve the tone
of the open E with vibrato. The fingered E is tunable and will
ordinarily sound better even without vibrato,.
The second phrase is best played on the A string, III position.
In the advanced violin part, III position is continued until
(2) is reached and is used again beginning U4 before (3).
At (1) the violin A part drops down an octave. It makes use of
III position 2 before (2) to (2), U vefore (3) to 3 after (k).
In the violin B part III position is used in the 2nd and 3rd
measures and again 2 and 3 after (2). The players should be
sure to use their fourth fingers as marked.
The viola part is continuously bowed martele or sustained
martele (1 before (2)) excepting the 2 measures begun at (k).
The III and II position passages (the whole part iz in one or
the other position until (5) ) are used vecause ihe noves Tit
the hand best and the tone is most consistent through their
use,
The cello and basg parts should be bowed with a martele or
martellato bowing from the beginning to (5) except for 2
measures just after (4) in the cello part. The cello part
is all in first position but the bass part has II position
passages when needed to avoid musically awkward uses of the
open G string.
(5) to the end: advanced violin and violin A -~ The four Oth-notes just before
(5) should be played with accented detache bowing (also true of
the violin B part). This short trensition signals a change of
style. The bowing is legato and a somewhat emphasized but very
well connected détache. While the dynamic level is Boft, the
upper helf or Samuel Applebaums's "greater upper helf! of the
bow should be used, but when the dynamic is loud, the whole bow
should be usede III position is used to keep the A quality and
for the last 3 notes of the advancad violin part. The double
notes at the end of the violin A part should e learned and
pla.yed.
Violin B == the pairs of slurred quarter-notes should give an
undulating effect (strong-weak, strong-weak; but within the
piano dynamic level). This should not be the case, however,
3 and 4 after 5 or the contrast of the smooth "rainbow phrase",
to quote Casals, will be spoiled. Also, 3 before (6) to (6)
and the cresc. 3 and % after (6) present situations during
which the strong-wesk emphasis will heve to be abandoned. The
double-notes should be learned and played.

©
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String Critique - Page 3

Allegretto Grazioso

PARTICULARS: cont.

Viola == The double-notes are easy and should be played by each
ulayer, The bowing is either detache or well connected
sustained tones. 3% measures beginning 5 before (6) rve in

III position to allow the use of a stronger finger for the D's,
Cello ~- The viola comments also apply here except IV position
is used«for a:.series of D's und II.position is used from U after
{6) to the end so that the G's will be fingered and so that the
C's will be played with a strong finger.

String bass -- doubles the cello part, %, I and II positions

are used,

ERIC
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Allegretto Grazioso

R
T
easy
Schubert
arr. Gordon
BRASS CRITIQUE

Problems are relatively few for brasses in this piece. However, be sure that
half-notes in opening are held full value, e.g., until beginning of 3rd beat.

Staccato quarter-notes should be played as 8th-notes followed by 8th rests
N I I

Y )
AR A = A ik 7 —07 '\ 7 Insist on "tah" syllable instead of
"tut" for smoother, more musical staccato.

WCODWIND CRITIQUE
Clarinet - No problems except the key of D,

Bagsoon - Finger 4th space Gl; s E b It may be sharp with other fingering.
P
p

Play all staccatos quite long (a little rest between) using "du" or "da", not "ta".

Obce ~ Same articulation comment.

Flute - Same articulation comment.

PERCUSSION CRITIQUE

Timpani and snare drum are in unison through most of the composition. Snare and
timpani play stacceto notes with a quick upward snap allowing the stick to remain

on the head the shortest possible time, Timpani use medium hard sticks. Snare
and timpani separate all half note rolls.




ZXPLANATION OF STRING TERMINOLOGY

co == with the bow.

1

Am frosch -- at the frog or the heel of the bow.

1. Legato_arpeggio (different note for each of 3 or b strings) -- bow moves
in the sam2 directicn for 3 or 4 notes and in a smooth arc ("\ or s
taking 1 note and 1 string at a time.

E

2. Sautille’ arpeggio (aseferent note for each of 3 or 4 strings) -- bow moves
in & Aifferent direction for each note and siring while springing as in
regular sautille. -

3. Springing (saltando, ricochet or jeté) srpeggio -~ seme as #1 above
excep: that the bow springs. ‘

Au chevalet -~ at the bridge (see sul ponticello).

Au telon -- at the frog or the heel of the bow.

Colld -- the string is approached from the sir and "pinched" lightly with the
tow. The tone is sounded simultanecusly with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to pizzicato
except that the bow rather than & finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bdridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

I
Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute.

Détache == separate smooth bow strokes, one for each note, with no variation in
pressure 'and no breask between notes. This bowing is also known as the
simple aftaché to distinguish it from the varlstions given below.

1. Grand ddtaché -~ same as the above but uaing the whoie bow for each note.

2. Accented dcgtache‘ -- each bow stroke begins with a sudden increase ot; speed
and pressure but without "pinching” the string sharply es in martele --
no separation betwean the nctes.

3. Accented grand adtaché -- seme as #2 above except that a whole bow is
used for each note.

k., Détachef mrte' -~ gtroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should dbe that the

notes are slightly separated.

©
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String Terminology -~ page 2

pétachd -- (continued)

5. Détachd lancé -- a shortened quick bow stroke beginning with great
’ speed slowing toward the end of the sound. Usually there should be a
! clear separation of the tones. The notes are neither accented nor
: swelled and are played like & martelé without the "pinch".

. Extension -- placing a ﬁnger or fingers faxther apart on the string than their
3 normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not epplicable on the string bass and could apply
to the cello only in thumb position.

1. 1=2 patter. means 12 3 &,

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3- pattern means 1 2 3k. }

LR S b L e Fiic, rucie> L5

4. Extended or All-whole~-step or whole-tone pattern means 1 2 3 4, %.e.,
no fingers are placed crlosely together.

R SR A

5. 1''23 L pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12''3 L pattern -~ augmented 2nd between ﬁngers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23'*4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their fuli configurations as were the "augmented second"
patterns (nos. I, 5 and 6 above).

Flautendo or flautato -~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -~ usually performed up-bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural hermonics -~ produced by touching an oper string.

2. Artificial harmonics -~ produced by “ouching a string shortened by a
"stopping finger" (artificial nut).

L T T e LI VI O N PR — - - .. S = . = U PSR S B S
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usuaily ap-

plies to notes that would be played with separete bows if it would be
advantageous to do 3o,

Jetd —- gee ricochet.
Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook'.
I.oure' -- see portato.

Martelé -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple wtele' (usually Just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained partele -- same as simple marteld except that the tone is held
out. An adequate smount of bow must te available for the note in question.
The bow is considerably slowed after the marteld attack ("pinch").

3. Grand marteld -- the simple martel€ executed with the whole bow.

Martelé a’tack = see #2 and #1 under martele above and also under "pinch".

Martellato -- this means either mertélé or a bowing that sounds like a mnr___t_:g_]_._e:,
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with & plus sign (+). Indications as to which hand is

to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact ~- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache Erte' notes performed on the same bow siroke,

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes per impulse.

Saltando or Saltato -~ a general term meaning springing, rebounding or bounced.

ERIC.
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String Terminology - page U

Sautille -- & springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1d (spun tone) -- the long sustained tone. The best point of contact is
nearer the btridge than it is with faster moving bow
gtrokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding poict -~ see point of contact.

Spiccato ~- the boir is dropped from sbove the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction. :

Staccato -~ & general term meaning that the notes are shortened.

-- & specific term meaning to the string player that a series of small

marteld strokes are to be executed on one and the same bow stroke.
{Also called solid staccsto and martelé staccato.)

1. Repid or nervous staccato -- executed by a very rapid oscillation of the
bov arm which may need to be somewhat tensed tn achieve success.

2. Flying staccato -- performed in the same wauner as the solid staccato

except with a lighter pressuve so that the bow leaves the string between
notes.

Staccato volante -~ flying sta.éeat-o (see immediately above).

Sul ponticello -~ play with a relatively 1ight bowstroke near enough to the
: bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautendo.

1. Dots may mean any form of détache or any type of staccato bowing.
[ 4

2. Dashes may mean detache or detache porte

3. Dashes and dots combined may mean detache lance , & modified spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato). '

5. The tie or slur mark in conjunction with dots will uaﬁally mean staccato,
flying staccato, flying spiccato, or ricochet.

T I RN R e o "
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String Terminology - page 5

SIGRS (continued):

6. 'fhe: ﬁ’? or slur mark in conjunction with dashes will mean portato
loure).

7. The staple-shaped sign ( ™)) mesns down-bow. This sign sometimes occurs
upside dowm.

8. The sign ( v ) means up~bow. This sign also occurs upside down in some
editions.

9. The couma or apostirophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , meens to lift the bow.
11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( v ) often mcans martele or a martellato execution.

4. The sign, x (or», or v), means an ‘extension of one half-step.
15. The sign X (or xx) means an extension of one whole-step.
16. The sign ¥ indicates the use of the tmmb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. «~ near the frog of the bow.

be M. == near the midile of the bow.

¢c. Pt. or tip. == near the point or tip of the dow.

d. L.1/2, L.1/3, L.1/4 == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 ~- the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/iB, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/k of the bow, 1/4 of the
bow, etc,

18. The positions are indicated as follows:

(%) - half position.
I «~ 1lst position.
II « 2nd position.
I} - intermediate position between 2nd and 3rd positions.

etc.
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. Aria

Absolute music

: Atonality

Avant garde

ST e R ET AT T«

- Cadenza

'~ Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmocaic series

DIGEST TERMINOLOGY
1n contrest to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.

No key used.

Pertaining to those in the arts who cresate, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregationai hymn of futheran church.

Elsboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave renge-

Any keyboard jnstrumenty clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conveational form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.
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Herpsichord
Impromptu
Invention

Kappellmeister

Iied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2

Clavier with strings struck by quilis.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to e Prince, King or Nobleman.
German art song.

Leeding theme in a symphory; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Dreama sung but not stagcd, costumed or acted.
First tone in the harmonic series.

Suite, several parts combired.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value ¢f each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A strle of singing that is more closely related in pitch
end rhythm t¢ drs—atic speech then to song.

Mass for the deaw
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




Digest Terminology - page 3

Sonata-allegro form A exposition
B development
A recepitulation

Suite Set or serie= of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow

3. minuet or scherzo
4, rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.

§
|
§
|
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and sterted a new socilal
age, 80 the Romentic movement in art gshattered the traditiona. set for»s of the
clessic end flooded manuscripts, cenveses end music books with vadisguided,
uneshemed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, cf course,
art style. This naturally developed into & revolt against the more formal end
severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

From thisg came many new art forms: the Ballade, Romance, Intermegzo, and the
Fentasies. Composers begean go set to music of haunting beauty the texts of the
Romantic poets, Goethe snd Muller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed & complete trensformation from its early Itelien style. To bring
cpera to its new heights were two famous men - the German, Wagner, end the
Italian, Verdi.

As for the syrmphony, Beethoven broke into the Romsntic Period with his famous
"Choral" Symphony and Brehms took over with his First Symphony where Beethoven
left off. Bence we note a development in the gize of the orchestra, in instrument
construct.on, as well as in the colors of the verious instruments as used by the
COmpoOSErs.

In France Romenticism in painting evolved into Impressionism - & dreamy, misty,
evocative art. In music Debussy end Revel were to transmit this new etherealism
onto the steff.
Truly the Romantic Period hes meny fecets and no one cen be singled out as the
mein characteristic of the Period. It was really a time of originality; the
individual artist end his personal feelings were finally breaking through to
the front of this world of Giants of the Romeuntic Period.
Musicians in Romentic Period
Chopin Composer of vast amount of pieno literature.
Liszt Gresteet planist who ever lived.

Rossini Opera composer - Barber of Seville.
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; Romantic Period - pg. 2

Verdi Another operas composer - Aida.
Wegner Creator of a new opera form.
Saint-Saens Composer of Carnival of Animals.
Debussy French Impressionist.
Moussorgsky Russian Nationalist.
Tchaikovaky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.
Brahms Successor to Beethoven in writing symphonies.
Dvorak Conposer of Symphony #5 in E Minor ("From the New World")




FRANZ SCHUBERT

b. Vienna, Austria 31 Jantuary 1797
d. Vienna, Austria 19 November 1828

Again we find that famous city of music, Vieraa, as the birthplece and hoae of a
famous musicizn. Franz Schubert, one of tue greatest of the Romanticisis, was
born into the family of the local schoolteacher. It was Just naturally assumed
by everyone that Franz would also teach school. There was very little chance of
earning a living by music in 1812. His entire family was mmsical and, in addition
to his normal school training (to become a teacher), he wrote music for the family
quartet to play.

Given an appointment to teach in his father's school, he soon learned that the
drudgery of the schoolmaster's lot was not for him. He decided to quit his job and
went to live a Bohemiean artist's life in Vienna. He had a passion for friendship
and his friends decided his talent was so great that something had to be done to
relieve him of the drudgery of earning a living. These music-loving people became
known as "Schubertians" and helpsd him get established as a young and eager com-
poser. Schubert shared bachelor quarters with his friends in a "community" life.
When one of them had luck to sell a painting, a poem, or a piece of music, they all
dined sumptuously and went to the theatre. They lived oi rolls and coffee and even
borrowed each others clothes.

Like Haydn, Schubert was engaged as music teacher in the household of Count Ester-
hazy, & wonderful opportunity for teaching music, performing and ccmposing. He
never married but his famous romance for the Countess, Caroline, has been used as
the plot for a very successful musical, "Blossom Time."

Schubert aad Beethoven lived within a mile of each other but seldom met. Beethoven
had withdrawn from society because of his deafness and Schubert was intensely shy

. and stood in awe of Beethoverr. He had little better luck with his other hero,

the German poet, Goethe. Twice he sent Goethe sets of his songs using the poet's
works as texts but the master poet did not even acknowledge the gift.

Like Mozart he never realized much financial gain from his music. After his death
his entire possessions were sold for twelve dollars. However, he did leave a
large stack of manuscripts, a priceless gift to the world of music.

Schnbert possessed great skill as a "colorist" in his music. He was fond of the
rectless movement of violins ¢nd soft persistent plucking of the basses and this
was quite evident in his Unfinished Symphony. He was a "melodist": often melody
following melody with apparently little connection. Perhaps his greatest contri-
bution to the world of musical literaturr was the Art song, or German Lied. He
had a uniquely happy agreement dbetween \.sse and music. He always used great
literature for his text, and borrowed from Goethe and Shekespeare for two of his
most famous Lieder, The Erlring and Hark, Hark the Lark! Interesting to note

that Schub:rt war an avid reader and when he was so ill Just before he died, asked
a friend to send him copies of James Fennimore Cooper's The Last of the Mohicans,
The Spy, and The Pioneers.




Schuberv

Works:

Over 1200 pieces of music
600 Songs
9 Syuphonies
2 Operas
Chamher music
Piano music
Sacred nusic

- page 2




March Militaire
No. 1 in D Major

R
8
woderate
Schubert
arr. Seredy

Schutert originally wrote the three Marches Militaire for piano duet. The first
one was originally written in the key of D. The march is in ABA form with first
section A, trio B and s repeat back to first section A.

There is no reason to suppose that Schubert thought of these as military marches
for wind instruments as he published them only in piano arrangements. Most of
the piano works lend themselves easily to orchestral arrangements. These marches
were repeatedly orchestrated after Schubert's death.

The March No. 1 which is studied in this lesson is a delightful and ingenious
march filled with a vigorous musical logic and an air of certainty.

The arranger, Julius S. Seredy, was born in 1874 in Veszprem, ungary, the last
child of a very large family. His musical taicnts were discovered at the early
age of four, and he was given a good musical educaticu &s a violinist. He was
an accomplished vioiinist at the age of twelve, and at fourteen he led the Cathe-
dral orchestra and choir. Later he combined the study of law at the University
of Budapest with concertizing. At 24 he married a brilliant pianist, and they
decided to make the USA their permsnent home. Upon arriving here he founded the
group known as "Seredy's Hungarian Orchestra." The members, with their colorful
Hungarian costumes and tuneful Magyar music, delighted New York sudiences at the
Central Fark Casino and other places in the early 1900's, thereby earning an
enviable reputation. Later he devoted himself to music arranging and joined the
Carl Fischer editorial staff, which position he retained until his death, on
October 2, 1946. '

The recording is for piano four hands and is made by Walter and Beatrice Klein,
e husband and wife team from Vienna, Austria.

8ide 1 PBand 2
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Marche Militaire No. 1

Schubert Mod.
Aryr, Seredy

STRING CRITIQUE
GENERALITIES:

Finger Patterns, Extensions and Contractions:
1st Violin A -- Ext, 1-2, 2-3, 3.k, 2" 23,
1st Violin B =~ 1.2, 2.3, 3=k, 1" 23,
end Violin == 1-2, 2-3.
Viola (3rd violin) )e 1-2, 2-3, 3-b,
Cello -~ upward extensions, lowered extensions.

Positions: 1lst violin A -- I, III.
lst violin B -- I, II, III,
2nd violin - I, III.
viola (3rd violin) -- I, II, III, (IV in 3rd violin).
Cello -- I, 11, III, IV, V.
String bass - %, I, II, II%.

Bowing: martele, spiccato, sustained martele, flying spiccato, legato, hooks,
detacbe porte applied to legato pairs, lifts, lightly accented detache.

Pizzicato: R.H.
Ornaments: Single grace note.

Tremolo: None

Dynamics: P, e , 8f, nf, £, T ===, ff,
Rhythms: after<beats in 2nd violin, 3rd violin and viola parts.

Meters, Tempos and tempo changes: 2/U, allegro.

Double-notes: 1lst violin A «- 2
l-nb,
2nd violin == 1 o 2 3 3 o o] o)
0-M6, 0-P5, 0-m7, l-m7, 0=-P8, 1-Ph, 2-M3, 3-M2,
o 2 2 1l 1
2-m3, l-mb, 1-M6, 1-P5, 0-m6.
Viola (3rd violin) =- 2 1 0 o 3 2 2
o-m7, 0-P8, 2-m3, 1-M2, l-m7, l-m6, o=-mT7,
1 1l
3-M3, o=Mb.

Harmonics: Cell0 =- mid-string C.

N\
Signs:n,y',:a-,--o,-s::.,),vgf“\. N g e g X9 TNy~ N,
Vocabulary: see above and as follows: forte, sforzando or sforzato, piano, accent,

é simile, fortissimo, crescendo, diminuendo, slur, tie, Da Capo al Fine,
‘ pizzicato, mezzo forte, after beat,




String Critique - page 2
Marche Militaire No. 1

PARTICULARS:

Beginning to (1): 1st violin A, 2rd violin, third violin-viols and Cello ==

The all-down-bow Oth notes are begun with a martele attack at
‘Er. The bow must be lifted after each note. The 8th notes
2 vefore (1) should be a crisp spiccato at the heel of the bow;
the half-note sustained martele. Each first violinist should
play the double-notes.

1st violin B == This part has the thematic material. The 1lst note is s lifted
martele; the two 1l6ths, spiccato; the slurred 8ths. legatos
The half note, as in the 1st violin part, is a sustained martele.

Sl! to the Trio: 1st violin A -~ The pattersn of accented quarter-note followed
by two (hooked) 8th-notes should be bowed thus: accented
detache (1ift) followed by flying spiccato in the L.%. This
is true in all the parts that have the pattern throughout the
composition, The pattern in the lst measure after (2) should be
spiccato.

III position is used a% (1), 2 after (2), (6) and 2 after (7)
to keep the A string quality of tone.
Por the passage beginning 3 before (3) see lst violin B above.

1st violin B ~- same as lst violin A except the use of III position is found for
% measures only beginning 2 after (5). QuarSer-notes 2 before
(6), detache porte.

2nd violin and viola~3rd violin -~ Bowing is contimuaelly spiccato except for
‘ accented quarter & 8th-notes, slurred 8ths, a dotted 8th, 16th-

note vair, half-notes and detache porte quarter-notes 2 defore (6).
Also, the third measure before (6) is portato. Each player
should learn to play all the double-notes, III position is used in
the violin part; II and III in the Viole=3rd violin part.
Cello -~ The quarter-notes just after (1) and those after (6)
should all be played detache porte as should other separate ones
as they occur, Separate 8th and 16th-notes, spiccato. For the
bowing from 3 before (3) to (4), see the 1lst violin A & B
comments above., II and IV positions are used end at (4) V position
is used for the less brilliant quality of tone on the D string.
String bass == its part doubles the cello part usually.
IT position is used for tetter control of tone.

Trio == 1st violin A -~ This section is mostly legato in style in contrast to the
B section. The separate quarter should probably be played detache

porte t6 help give them character and to keep the march style.

Occasional separate 8th notes should be played spiccato., The

» 2ce note 2 before (9) will not speak well unless done with a

plucking motion of the left little finger.

lst violin B =~ The comments for the 1lst violin A part apply also here hut no
grace note is present. III position 4 before (10); II position
b after (11).

ERIC
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String Critique - page 3
Marche Militaire No., 1 '

PARTICULARS: cont.

2nd violin and viols - 3rd violin -- These parts are made up almost wholly of
after-beats., Each player should learn to play all the
double-notes, The bowing should be & nice crisp spiccato
near the middle of the bow.
Cello -~ Soime guick changes from piczicato to arco and
considerable II position.
String bass -- Mostly marks the beat; also some quick changes
from pizzicato to arco, II and II)% positions are used. The
arco at the beginning should be played with the colle bowing.
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March Militaire
No. 1 in D Major

R
8
moderate
Schubert
Arr. Seredy
BRASS CRITIQUE

Accents throughout should be done primarily with treath instead of sharp tongue,
Lean on this note with Ghe breath,

In after-beat rhytmic pattern, be sure that no breath is taken between the notes.
Insist on at least lU-bar phrases along with melodic instruments.

In Trio watch low D in second trumpet. It will be sharp in pitch.

WOODWIND CRITIQUE

Clarinet - There are few fingerings that are helpful in tais, The problems come
Decamse both clarinet parts are constantly playing in register dbreak,
The first clarinet 4 measures before (6) finger B on the R. H.

Basgsoon - Finger E above staff 3rd space C#

Ohoe - Make sure Uth line D, 3rd space C# use half note.
At (13) use Fork P fingering,

Flute - notes could be double tongued, Use BY thumd key after (3). Trio
is difficult at piano level,

PERCUSSION CRITIQUE

Triangle at 1, 4, 6, and 8 mffle on beat two of each measure.

Snare drum play in a military style throughout,

When playing the figure stick « Rolls (before 1,
gecond measure after 2, ete.) are notated incorrectly. The notation given

is , vhich indicates sixteenth notes. The arranger intends rolls in
these places, Tie all quarter note rolls over the measure bar line. The ruff
in the fifth measure after 5 should be pleyed as two sixteenth notes on "and",
"an" of the. fourth measure after 5 to match the style of the ensemble,

©
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

Arpegglo --
1. Legato_arpuggio (different note for each of 3 or b str’- ~s) -- bow moves

in the same direction for 3 or & notes and in a smooth arc ('\ or J)
teking 1 note and 1 siring at a time.

2. Sautills’arpeggio (different note for each of 3 or L strings) -- bow moves
in & different direction for each note and string while springing as in
regular sautille.

; 3. Springing (saltando, ricochet or jeté) arpeggio -~ same as #1 above
i except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

RSt

Au talon -- at the frog or the heel of the bow.

Colld -- the string is approached . n the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow heir mey either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

N Tt ot e Sy A A
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Contraction -- placing fingers closer together oa the strings than their normal
placement requires,

Démpfer -- the mute.

Détache - separate smooth bow strokes, one for each note, with no variation in
f préssure 'and no break between motes. This bowing is alsc known as the
simple détaché to distinguish it from the variations given below.

1. Grand ddtachd -- same as the above but usiang the whole bow for each note.

TR TETE AR T T

2. Accented dé'tac_:h_é: ~- qach bow stroke begins with a sudden increase nr. speed
and pressure vut without “pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand ddtaché -- seme as #2 above except that & whole bow is
used for each ncte.

TR Tl T TN e Ty BT TR AT K T

b, p&taché mrte' - gtroke begins with & slight swelling followed by & grad-

ual 1lightening of the sound (see portato). There may or may not be a
small specing between the notes but the impression should de that the

notes are siightly separated.

?
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String Terminology - page 2

pétachd -- {continued)

5. Détaché lancd -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Extension -- placing a finger or fingers farther spart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string dass and could apply
to the cello only in thumb position.

2 -—-m————;'g ::::2 Deans iaai :: } The basic finger patterns
: . 2-3 pa means ‘ ¢ basic fioger .

3. 3-i4 pattern means 1 2 3%,

4, Extended or All-whole-step or whole-tone pattern means 1 2 3 L, 1i.e.,
no fingers are placed closely together.

5.1 '25 b pattern indicates the presence of an augmented 2nd between ist
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 & pattern -- augmented 2nd between fingers 2 and 3; half-step |
between fingers 1 and 2. -

T. 1 23'*'} pattern — sugmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns {noes. U, 5 and 6 above),

Flautando or fiautato -~ indicates the prcduction of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fcuet_i_:_e: {whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- a8 a bowing indication, it meens that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching s string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificiel harmonics -- produced by touching a string shortened by a
"atopping finger" (artificial nut).
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to 4o so.

Jeté -- see ricochet.
Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".
Louré -- see portato.

Marteld -- a staccato producing type of bow strcke, well accented, biting and
strong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2, Sustained marteld -- seme as simple martclé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ~ pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.
M&rt___mm -= gee #2 and #1 under marteld above and also under "pinch".

Martellato -- this means either martél€ or a bowing that sounds like a mmele',
i.e., in & martelé style.

"Pinch" -~ the pressure applied to the string with the bow vhich, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
i{s indicated with a plus sign (+). Indicatione as to which hand is
to be used are R.H. end L.H. or M.D. (mano destra) and M.8. (mano
sinistra).

Point of coptact -- the place on the string at which the bow is placed.

Portato (louré) =- two or more detache ggrte' notes performed on the same bow stioke.

Restez =- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse'.

Saltendo or Saltato -- & general term meaning springing, rebounding or bounced.

4
h> 1

v
AL - 0t X s e e s v S e iy N, # ;..QW




!
S . - oo

String Terminology - page 4

Sautille -- a apringing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct wotion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to scmewhat
above the middle.

Son £i1é (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and gounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction. -

Staccato -- a general term meaning that the notes are shortened.

-- & specific term meaning to the string player that o series of small
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed bty a very rapid oscilletion of the
bow arm which may need to be somewhat tensed to achieve success.

2, Flying staccato -- performed in the same manner as the solid steccato
except with a lighter pressure so that the bow leaves the string between
notes,

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge vo that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form o7 détaché or any type of staccato bowing.

2, Dashes may mean detache or detache porte.

3. Dashen and dots canbined may mean detache' lance » & modified spiccato or
a nodified movtele,

L. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato. flying spiccato, or ricochet. .
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String Terminology - page 5

SIGNS (continued):

6.

7.

10.
11.
12,
13.
14,
15.
16.
17.

18,

'.z.'he “}; or slur mark in conjunction with dashes will mean portato
loure).

The staple-shaped sizs ( ™) means down-bow. This sign sometimes occurs
upside down.

The sign ( v ) meens up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

The sign, ) , means to 1lift the bhow.

The sign // means to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or N, or v), means an extension of one half-step.
The sign ’; (or xx) meens an ‘extension of one whole-step.
The sign ¢ indicetes the use of the thumb to finger a note.

Bow placement or the area of the bow to be used:

a. Fr. ~- near the frog of the bow.

b. M. -- near the middle of the bow.

¢. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 == the lower 1/2, 1/3, 1/% of the bow.

e. U.1/2, U.1/3, U.1/4 ~- the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

vov, ete.
The positions are indicated as follows:
(%) - half position.
I - lst position.
II - 2nd position.
I1% -~ intermediate position between 2nd snd 3rd positions.
ete.




DIGEST TERMINOLOGY

Absolute music In contrast to programme music ~ music that has no admitied
association with anything outside of itself.

Aria A song for one or more voices.

Atonality No key used.

Avant gerde Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantate Like short story is to novel, cantata is to orstorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.
Chorale=prelude Eleboration of the chorale played before the singing.
Classic sonata Form of the symphony (4 movements).
Clavichord Clavier hit by tangent - usually k octave range.
| Clavier Any keyboard instrument; clavichord, harpsichord, etc.
f Concerto Solo instrument with orchestra.
Concerto Grosso Succession of movements played by 2 or more solo instrue

ments with full orchestra.
! Continuo Figured bass line in Baroque era.

|  Contrapuntal The combination of 2 or more independent parts in a
harmonious texture.

| Divertimento Light music; generally played outdoors. Usually has
more than 4 movements.

Fautasia The composer exercises his fancy without following
any conventional form.

Fugue Contrapuntal compdsition in 2 or more parts.
Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion
Polyphony

Polytonality
Prelude
Programne music

Recitative

Requien
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
Germen art song.

Leading theme in a symphony; in opera tagging every
character with e musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Geyman guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opere.

Drama sung but not staged, coétnmed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular sttention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, peints & picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech then to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

9
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Digest Terminology - page 3

Sonata-allegro form A exposition
A B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:
1. scnata-allegro

2. slow

3. minuet or scherzo

4, rondo

; Tonality A system in which all tones gravitate to e certain tone.

, Virtuoso Soloist.
E
]
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PROCESSICN OF THE GRAIL
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ROMANTIC PERIQD
1820 -~ 1900

Just as the French Revolution overturned the old order and started & new social
age, S0 the Romentic movement in art shattered the treditional set forms of the
clessic and flooded menuscripts, canveses and music books with undisguided,
unasheamed emotions.

The watchword wes freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into a revolt against the more formal end
severe elements of the classic ideels of the seventeenth end early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

From this came meny new art forms: the Ballade, Romance, Intermezzo, and the
Fantasies. Composers begen go gset to music of heunting beauty the texts of the
Romentic poets, Goethe and Muller. In Germeny these took shape as the art scags
or Lieder.

Opera enjoyed a complete transformetion from its eerly Italian style. To bring
opera to its new heights were two famous men - the German, Wagner, sud tae
Itelian, Verdl.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral® Symphony and Brahms took over with his First Symphony wihere Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments a&s used by the
composers.

In France Romsnticism in painting evolved into Impressionism ~ a dreamy, misty,
evocative art. In music Debussy end Ravel were to transm‘t this new etherealism

onto the staff.

Truly the Romentic Period hes meny facets and no one can be singled out as the
mein characteristic of the Period. It was really a time of originality; the
individual artist and his personsl feelings were finally breeking through to
the front of this world of Giants of the Romantic Perilod.

Musiciens in Romentic Period

Chopin Composer of vast amount of piano litereture.

Liszt Greatest pilanist who ever lived.

Rossini Opera composer - Barber of Seville.
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Romaatic Period - pg. 2

Verdi Another opers composer - Aida.
Wagner Creator of & new opera form.
Saiat-Saens Composer of Carnival of Animals,
Debussy French Impressionist.
Moussorgsky Russiar Nationalist.

Tchaikovsky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestre.

Brahus Successor to Beethoven in writing symphonies.
Dvorak Composer of Symphony #5 in E Minor ("From the New World")
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RICHARD VAGNER

b. Leipza ., Germany 22 May 1813
. Venice, Italy 13 February 1883

Literature, rather than music, was Richard Wagner's first love. His mother and
stepfather were both participants in the local theatre and Richard once played a
small part in Schiller's drama, William Tell. He himself felt that he was destined
to be a poet. '

However, he never fared well in school. He did study English in order to read
Shekespeare and studied Greek in order to read Greek mythology in the original.

When he discovered Beethoven he seriously began to study music. He announced to

his family his decision to become & composer and there was an uprosr; especially
when they discovered he had been truant from school for six months. All school work
was now neglected and he spent his time with the harmo., books. -

His short career at the University of Leipzig waes no more successful. He seemed
to have a knack for getting into trouble and immediatoly got involved with gambling,
dueling, Arinking, and partying.

He finally decided +o study seriously the technique of composition end was lucky
enough to £ind a good teacher. After a short time he got his first job as musical
director of the Magdeburg theatre.

When he wss working at Magdeburg he married & young actress, Minna Planer. This
was not at all a successful marriage. Later they were divorced and Wagner married
Cosima Liszt, daughter of the famous composer-pianist, Franz Liszt.

Shortly after his first merriage, Wagner went to Russia to direct the music at
Riga, a town on the Russian side of the Baltic. This is when his money probleus
really got serious. When he asked to go home he could not be given a passport
until his debts were paid. The only plan was to escape secretly. The Wagners had
a long, dangerous, and secretive voyage to Paris by way of London. Paris was no
better than Russia and he found himself in debtor®s prison. Finally Wagner gave
up in despair and left Paris for home and Dresden.

Tn Dresden he finelly met with success. HRis opera, Rienzi, was performed for
which Wagner received $250. Of course this all went to his creditors. He became
Royal Kapellmeister of the Dresden Opera et & yearly salary of $1,125. This
magnificent salary went to his head. For six years he kept this job but used the
money in & grand manner of living rather then paying off his old debts.

At this time an insurrection broke out in Dresden. Wagner, with his sense of the
dramatic, became & sort of musical director of the revolution. Naturslly when the
King was agein in control Wagner wes made a political exile, forbidden to set foot
on Germen soil.

-

Wegner fled to Switzerland where ke lived for thirteen years. While he was in
political exile Lohengrin was performed: the composer heard it for the first time
thirteen years later.
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Wagner - page 2

Finally at the height of his despair the young Prirce Iudwig, an enthusiastic
Wagnerite, ascended the throne of Bavaria. He gave Wagner an annusl income and
lifted from him his enormous burden of debt.

The last years of his life were his heppiest. His new wife, Cosima, was an undey-
standing as well as a sensitive artistic soul. Wagner devoted all his time and
talents to composing his operas and building the theatre and school for German
opera at Bayreuth in the center of Germeny. As he grew older he was forced to
spend his winters in the milder climate of Italy. Here he died in January, 1883.

Wegner was always a controversial figure. Perhaps it was necessary for the man
who could compose such bold and compelling operas to be sn egocentric, self-
zadulgent man. Regardless of the personality, Wagner and opera go together like
Shakespeare and play, Beethoven and symphony. ’

Wagner changed the whole concept of opere when he began his serious study of the
masical drema. Melodies were used es leitmotivs (leading motives or name tags for
each cheracter). He used the brasses in a new and bold way: loved trombones and
mffled horns. He sided the English horn and bags horn to his instrumentationm.
He divided the strings into small choirs and the violin section into many parts.
Wagner was a dramatist and loved the sublime and the "grand spectacle.”

Wagner always wrote his own texts for his operas and his Essay on Conducting
showed him to be a fine drillmaster end conductor as well.

In spite of his adversaries and the adversities of his early life, Wagner survived
to become one of the greatest masterpieces of the Romantic period. Willlem Archer
defired & masterpliece:

"A masterpiece is not a flawless work, but cne which has sufficicunt
vitality to live down its faults, until st lest we no longer heed
and almost forzet them."

Works:

15 Operas and music-dramas - Rienzi
The Flying Dutchmen
Tennhauser
Lohengrin
The Ring of Nibelung - set of kU
operas

Tristan and Isolde
The loistersingers
Parsifal

Orchestra rusic

Songs

Pisno music

Iiterature ~ texts on opera, conducting, composition,
sutoblography

Aruitoxt provided by Eic:
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Procession of the Grail
from Parsifal
R
10
difficult
Wagner
arr. Schmid _
This is the last of the twelve operas written by Wagner who also wrote his owvua

b

librettos. It was in his operas that Wegner became the Master of the leitmotiv,
oi & musical name tag placed on each character or mood. Wagner insisted that

i each characteristic leitmotiv be short, simple, easy to recognize and that the
f words used determined very clearly the meaning. Wagner was indeed a poet-

’ musician.

A The Grail motiv is the besutiful Dresden Amen (two-fold Amen) found in the Meth~
; odist Hymnal #621. ‘

Parsifal is the story of redemption of menkind told in symbols full of religious
fervor. The guardian of the Holy Grail has a wound which represents the suffering
of mankind. He has been told that not until & sinless one ccmes with pity in his
heart will the »~vnd be healed. Parsifal the "guileless fool" is the guardians
redeemer.

R

Two treasures are kept at the Castle of the Holy Grail near Mousalvat, the cup
from which Jesus drank at the Last Supper and the spear which piercel his side.
These treasures are guarded by the Knights of the Holy Grail. The spear was
stclen by the wicked knight and the Grail refuses to "glow". Parsifal captures
the spear from the wicked knight and he is crowned "King of the Grail'. Again
the sacred cup begins to glow. Parsifal waves the Grail over the brotherhocod
blessing them as the curtain falls on the last scene of the opera.
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Parsifal is a long opera about six hours. It makes heavy demands upon the lis-
tener; demands attention, intellect and most of el pstience. It was first per-
formed in 1882 at Bayreuth, a theatre built exclusively for the performance of
Wagner's operas.

The music studied here is the procession of the knights as they enter the great
hall. It is the hour of the sacred rite when the Grail begins to glow.

SR A TR L e TR

Wagners use of the chromatic scale and the interweaving of melodies creates an
effect of myatic otherworldliness.
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A German orchestra recorded this excerpt from Parsifal by Waegner. The Bayreuth
Festival held in Bayreuth, Germany every year honoring Richard Wagner has its

' own orchestra. This recording was made by the festival orchestra under the
‘ direction of Wilhelm Pitz.

\ Side 2 Band &
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STRING CRITIQUE

. GENERALITIES

' Finger Pattevns, Extensions and Contractions:
First violin == 12, 2-3, 3-U; contraction of 1 to b (Bﬁ to Eb),
Second violin == ext. l=2, 2-3, 3.l

Cello == lowered first finger extension.
Viola = 1-2, 2=3, 3-b

Positions:
first violin -- I, II, III, IV, V, VI, vIII. 2nd vielin -- I, II, III, IV, v
Viols -- I, 1I, III, IV, V, VI.
String bass -- %, I, 1I, IDs, III, 111%, IV, V, VI, VII.

Cello «- E, I, II, III, IV.

|

Bowing: detache, hooked (dotted 8th and 16th-notes), legato, detache pcrie,
insudible bow chenge on long sustained tones, soﬂ(ﬂe, accented detache,
mertele, sustained martele. t

Pizzicato: R.H., quarter-notes in the cello and string bass parts.

Ornements: 1st violin - long trills, grace-note pairs.
Viole == 12, 2-3 sud 3=k finger trills and paired grace-notes.
Cello == 2-3 finger trill and paired grace-notes.

Tremolo: 1st and 2nd violins and viola -- 32nd-note, pp cresc, £f dim. P, " " -
32nd-note ff.

Dynemics: PP, P, cresc., -y T dim,, nf, £, £f, of, sffz, PPP, g
POCO CresSCe, pocc%dim. )

Rhythmss: dotted rhythms, nmixed triplets and duplet syncopation, duplet division
of the beat against & triplet division of the beat.

Meters, tempos and tempd changes: 4/4, lento-e solenne, poco piu animato, k-
ritenuto.
[ 1l 2 2 3 .1 3 3
Double-notes: 1st violin -= 1-P8, 1-P5, 1-M6, 1-m6,h2-m6, 3-m3, 2-M6, 0-P8,
1 o 2 e 2
o-M6, 0-P5, 2-P5, 3emb, 3~Pl, 2-F5.
2nd violin =~ 1 2 2 2 1l 1l 0 2
- 2.ph, 4.M3, 3P, 2-P5, L-M2, 3-M3, 2-u3, 1-M6
h 1l b 1l 1.1 3 2
3’m6£ 3"m39 3-M6, O-M6, O-m6, 1‘?5’ 2-%, 1-m6’

2
u-m' 1-P80 .
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Procession of the Grail
from Parsifal

GENERALITIES cont.

Viclae--3 3 3 2 k¥ 3 4 2 1
' 0~P8, 2-M6, 3-m3, 1-M6, 1<P8, 3~P5, 3-M6 2-P5, 2Pk,
2 1l 3 o) 2 3
hM3, 0om6, 1-m7, 2=M3, O<mT, 2-mb.

Cello == 1
' 1’?5 °
Chords: lst violin «= 2 2nd violin == 2
2 1
1.E Major l-E Major

Bormonics: string baegs - mid-string D.

Signs: \ ,.?_,_ng,g__-—-:‘__,)’r\, @:’ﬁ:,n,,v,ﬂ,fl)

??A) 'leca 3 =N
Vocabulary: lento e. solenne, crescendo, bertenuto, diminuendo, forte, fortissimo,
piano, sostenuto e cantabile, molto sostenuto, menzo forte, divisi,
espressivo, poco piu animato, sul, dolce e espressivo, centabile ed
espressivo, IV corda, trill, molto legeto, pianississimo, tempo I.
(tempo primo), ritenuto, mercato, molto tenuto, poco crescendo,
arco, sempre, pizzicato.

Comment: The pitch range of the string bass part is wide. The players will
need t0 exert extra effort to get good tone guelity and accurate . ltch.
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Procession of the Grail
from Parsifal

PARTICULARS

Oth weasure: all string parts - “*he dotted 8th & 16th-note rhythm should be
executed as smoo®k! . s possible without any loss in the clarity

or sccuracy Of %.. rostim. The 16thenote should be made to last

as long as possii. ~. 3ow distributicn should be: dotied 8th-note=-
% b,.; 16th-note = s b.; accented quarter-ncte -~ 3/4lp.; quarter-
note «= W,B.

8 before (i): 1st and 2nd violins and viola -~ the tremolo should begin P at
Zhe bow-tip graduslly mov.nz the point of contact to the middle
or socmewhat below for the crescendo: and the £f. The procedure
is reversed for the dimimuendo. As much bow as possible should
be used for each note duriag the fortissimo end, as nearly as
possible, 32nd-notes should be played throughout.

6 before (1): cello -- detache porte to make the notes stand out,

3 after (1): 1st_& 2nd violins and yiola -- detache porte for the same reason.
The mixture of triplet and duplet divisions of the beat should

be performed accurately.

1 beet before (3): 1st and 2nd violins and vicla == The sign \ is used to
indicate striking the string from the air (in this case at
the point of the bow) to obtain a strong accent.

3 after (3): 1st and 2nd violing=-

oL notes indicated to ve staccato should be performed martele be-

ginning near the bow-tip.

3 and b after (3): viola -- notes indicated staccato should be played martele.

(%) to (5): The broad, sustained and very expressive gtyle needed aere is
difficult for young players. They will need to understand Just
what "espressivo" meens and exactly what to do to produce it.

The maintenance of the D string tone quelity (upper 3 parts) seems
alrost demanded by the character of the melody.

(5): cello and string bass: note the contrast in style (marcato against
sustained singing style in the violin end viola parts.)

(5) to (6): some of the fingering in the violin and yviola parts is designed to
take adventage of the strongest fingers and therefore to make the
performaence easier and better.

(7) = somevhat before and after: the production of the utmost volume of sound
of besutiful quality tekes excellent control of the bow. The use of
more bow changes will not help much but the correct use of the bow
will help. The point of contact must be unear the bridge, bow
pressure must not be too great. Most students will fail to play
close enough to the bridge and will thus choke their tone.
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Processioa of the Grail
from Parsifal

PARTICULARS c¢c'%,

9, 10 and 11 after {8): 1st violin end viola =~ many wili probably fail to count
and perform this place correctly unless they have the placement
of the notes in relation to the meter well in mind., A very st¥ong
colle should be uged for the first 3 8th-notes.

Last 4 measures: double notes should be pleyed by each player as indicated.
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BRASS CRITIQUE

: \ R
' Bight measures befors (1), be sure all -! notes are well-measured. Hold full

valve, Six before (1), lst trumpet will be sharp especially if embouchure is
 week or tired. Keep jaw "down and open" on highA .
In all 8th and 16th notes be sure the sub-division is accurate.
 Octave tuning of trumpet and trombone should not prove diZficult at (5), but
listen critically. At 5 before (6) the octave leaps will be dangerous. Cet
~ lower notes cn the low side and higher notes on the high side to tune the octaves.
1 before (7) observe cresceado.
8 after (7) trumpet J note should be slightly separated.
11 after (8) trumpet mus% throw 3rd valve slide for good tuning. On final chord,
1st trumpet must lip D up slightly. It will be flat.

WOODWIND CRITIQUE

Clarinet - Not difficult technically for clarinets. Around (2) rhytimic problems
~ ecould arise in the tied duplat - triplet passage. Exactness of

~ is very important.

. Bassoon - For "hen tenuto" articulaticn use breath confinuously as in a slur,
" Use "au" syllable for tongueing.
" Finger A in bar (11) Finer ¢ in bar (13)

. At () use little finger A , after thumb B . Finger C#, 1l bars after (8).
For G 1last U bars

Oboe - 6 defore (1) finger high E Better yet take it down an octave.

;l- Use Fork F before and after E .
- At 8 vars after (3) trill A ,B .

At (b4) tongue - dah dah dah; keep
' breath flowing continuously. For low E  and D use "du", keep throat quite
. open., Don't use heavy tongue.
" One bar after (8) crescendo down to low D ; open the throat. High E in last
4 bars should be taken down. This would te out of tune and hard to play.

. Flute - High B before (1) is a problem; intonation will be bad. Take it down
~ an octave. High B 3 after (7) is marked pp. This is not possidble!
~ Hard part for Junior high.

(!
- o - s b,
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Proceasion of the Grail
from Parsifal ’

PERCUSSION CRITIQUE

Timpani 6 measures before 1 iz playing in unison pitch and rhythm with the cello
and double bass. The timpanist must match the style of the sixteenth note with
. the low strings.

| Bells, the pitchs are given at the beginning but in the written part no
accidentals or key signatures are used. Note that the bell part is written in
bass clef rather than treble clef. Mallets with brass, hard rubber or plastic
should be used.




EXPLANATION OF STRING TERMINOLOGY

Arco == with the bow.

Am frosch -- 2t the frog or the heel of the bow.

eggio ~-
1. Legato_arpeggio (different note for each of 3 or l, strings) -- bow moves

in the same direction for 3 or U notes and in a smooth arc (-'\ or J)
teking 1 note and 1 string at a time.

2. Sautille’ arpeggio (different note for each of 3 or b strings) -- bow mcves 2
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talos -- at the frog or the heel of the bow.

Colld -- the string is approached from the air and "pinched” lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to pizzicato

- except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with spproximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tonme.

Contract‘on -- placing fingers closer together on the strings than their aormal
-placement requires.

3 Dampfer -- the mute.

; Détache -- separate smooth bow strokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is also known as the
5 simple d€tachd to distinguish it from the variations given below.

1. Grand ddtaché -- same &s the above but using the whole bow fcr each note.

2. Accented dé'tache‘ -- each bow stroke begins with a sudden increase of; speed
and pressure but without "pinching” the string sharply as in martele -~
no separation between the notes.

, 3. Accented grand ddtachd -- same as #2 ebove except that a whole bow is
: used for each note.

4., Détachd mrte' -~ stroke begins with a slight swelling followed by & grad-

ual lightening of the sound (see portato). There mey or mey not be a
smeii spaciag betwesn the notes but the impression should be that the

notes ere slightly separated.

Aruitoxt provided by Eic:

i
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pétaché -- (continued)

S pétachd lancd -~ a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented ncr
gwelled and are played like a marteld without the "pinch".

Extension -- plecing a finger or fingers farther apart ou the stricg than their
normal x_alacement .

Finger patterns -- the patterns ¢ ' spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello ouly in thumb position.

LN
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1. 1-2 pattern means 12 3 4,

2, 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-4 pattern means 1 2 3k,

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 U, i.e.,
no fingers are placed ciosely together.

5. 1''23 I pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers {an extension) and a half-tone between 2nd and 3rd
£ingers.

6. 12''3 L pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingere 1 and 2. .

7. 1 23''} ‘pattern -~ gugmented 203 between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns {nos. 4, 5 and 6 above).

~ Flautando or flautsto - indicates the production of & flute-like tone accomplish-
. ed by bowing lightly and with speed over or near the
Ef edge of the fingerboard.

} Fouetted (vhipped bowing) -- the bow strikes the string suddenly and sharply after
; being barely lifted from the string to begin the
stroke -= usually performed up-bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

; Harmonics -- flute-like tones produced by touching e string in places (nodes)
\ that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etic.)

1. Natural hermonics -~ produced by touching an open string.

2. Artificial hermonics -~ produced by touching a string shortencd by a
“stopping finger" (artificial nut).




String Terminolcgy - page 3

"Hook" -- attaching one or more notes to the same bow strokz. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.

Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

Link" -~ see "hook'.
Louré -- see portato.

Marteld -- & staccato producing type of bow stroke, well accented, biting and
strong.

1. Siuple marteld (usuelly just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. Aftcy the "pinch” most of the pressure is released. The bow
moves rapidly. Ea.h note must be separated from the others. The tone is
percussive, resonaant, and staccato.

2. Sugtained martele -- same as simple marteld except that the tone is held
out. An adequaie amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the simple martelé executed with the whole bow.

Martele' attack -- see #2 and #1 under marteld above and alzo under "ginch".

Martellato -- this means either martéle or a bowing thst sounds like a martele,
i.e., in a martelé style.

"Pinch" ~-- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of & tone. This is the
nartele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato (Louré) -~ two or more detache porté n. es performed on the same bow stroke.

Restez -~ remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and ellowed to rebound
maeking possible two or more notes per impulse.

Saltando or Saltato -- e general term meaning springing, rebounding or hounced.
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sautille -- & springing Low stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

son 241 (spun tone) ~- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achiceved, the tone “spins out"
almost without effcrt.

Sounding point -- see point of contact.

Spiccatc -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiecato notes played in the sane
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-~ & specific term meaning to the string player that a series of small
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the seme mamner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.,

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -~ pluy with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tas*o, sul tastiera, or sur la touche -- gee flantando.

SIGNS:
1. Dots may mean any form of détacké or any type of staccato bowing.

2. Dashes may mean detache or detache _;Qorte' .

3. Dashes and dots corbined may mean detache lance , & modified spiccato or
a modified martele,

Ik, The tie or slur merk will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in éonJunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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6.

7.

8.

9.

18.

String Terminology ~ psge 5

SIGNS (continued):

%’he tg or slur mark in conjunction with dashes will mean portato
louré).

The staple-shaped sign ( (™) means down-bow. This sign sometimes occurs
upside down.

The sign ( v ) means up-bow. This sign also occurs upsicde down in some
editions.

The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

The sign, ) , means to lift the bov.

The sign // means to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or M, or v), means an extension of one half-step.
The sign § (or xx) means an extension of one whole-step.
The sign ¢ indicates the use of the thumb to finger a note.

Bow placement or the area of the bow to be used:
&, Fro -= NEGAY the frog Of the bow.
d. M. == near the middle of the bow.
¢, Pt. or tip., == near the point or tip of the bow.

do L.l/2, L01i3’ Lol/h - the lomr 1/2’ 1/3’ 1/2" Of the bOWo

e. U.1/2, U.1/3, U.1/4 = the upper 1/2, 1/3, 1/b of the vow.

£. WB, 1/2B, 1/3B, 3/UB, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/h of the tow, 1/4 of the
bow, etc. :

The positions are indicated as follows:

(%) - half position.
I - 1st position.
II -~ 2nd position.
I1% - intermediate position between 2nd and 3rd positions.

ete.




Absolute music

Aria
Atonality

Avant gerde

Cadenza

Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapunteal

Divertimento

Fantasia

Fugue

Harmonic series

*ST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant scuetimes improvised solo passege
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elsboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually b octave range:

Any keyboard instrument; claviphord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments "rith full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more paris.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
hermonics or overtones.




d Harpsichord

‘ Impromptu
Invention
. Kappellmeister
" Lied (pl. Lieder)

' Teitmotiv

" Mass

| Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe ~ also movement of a suite.

Comic operea.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic velue of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or gets & mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony .




Sonata-allegro form

Suite

Symphony

Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.
Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4y, rondo
A system in which all tones gravitate to a certain tcne.

Soloist.
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ROMARTIC PERIOD
1820 - 1900

Just as ‘the French Kevolution overturned the old order end started e new social
age, S0 the Romantic movement in art shattered the treditional set forms of the
classic and flooded mesnuscripts, cenveses and music books with undisguided,
unashemed emotions.

The watchword wes freedom: freedom of thought, trade, religion, end, of course,
art style. This naturally developed into & revolt against the more formal end
gevere elements of the classic ideels of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

From this came many new art forms: the Bellede, Romance, Intermezzo, and the
Fantesies. Composers begen Eo set to music of haunting beeuty the texts of the
Romantic poets, Goethe end Muller. In Germany these took shepe as the art songs
or Lieder.

Opers enjoyed & complete transformetion from its early Itelian style. To bring
opers to its new heights were two famous men - the Germen, Wagner, end the
Italiaa, Verdi. :

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the verious instruments as used by the
composers.

In France Romanticism in peinting evolved into Impressionism ~ a dreamy, misty,
evocative art. In music Debussy and Ravel were to trensnit this new etherealism
onto the staff.

Truly the Romantic Period has meny facets and no one cen be singled out as the
mein charscteristic of the Period. It wes really & time of originality; the
individual artist end his personal feelings were finally breaking through to
the front of this world of Giants of the Romentic Period.

Musicieans in Romantic Period

Chopin Composer of vast amount of piano litersture.
Liszt Greatest plenist who ever lived.
Rossini Opera composer - Barber of Seville.

©

JAruitoxt Provided
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Romantic Period - pg. 2

Verdi Another opera composer - Aida,
Wagner , Creator of a new opera form.
Saint-Saens " Composer of Carnival of Animals,
Debussy French Impressionist.
Moussorgsky Russian Nationalist.
Tchaikovsky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.
Braums Successor to Beethoven in writing symphonies.
Dvorak Composer of Symphony #5 in £ Minor ("From the New World")




RICHARD VAGNER

b. Leipzig, Germany - 22 May 1813
d. Venice, Italy 13 February 1883

Literature, rather than music, was Richard Wagner's first love. His mother and
stepfather were both participants in the local theatre and Richard once played &
small part in Schiller's drama, William Tell. He himself felt that he was destined
to be a poet.

However, he never fared well in school. He did study English in order %o read
Shakespeare and studied Greek in order to read Greek mythology in the original.

When he discovered Beethoven he seriously began to study music. He announced to

his family his decision to become a composer and there was an uproar; egpecially
when they discovered he had been truant from school for six months. All school work
vas nov neglected snd he spent his time with the harmony books.

His short career at the University of Leipzig wes no more successful. He seemed
to have a knack for getting into trouble and immedistely got involved with ganblicg,
dueling, drinking, end partying.

He finally decided to study seriously thé technique of composition end was iucky
enough to £ind & good teacher. After a short time he got his first job as musical
director of the Magdeburg theatre. :

When he was working at Magdeburg he married a young &ctress, Minme Planer. This
vas not at 8ll & successful marriasge. Later they were divorced and Wagner married
Cosima Liszt, daughter of the famous composer-pianist, Franz Liszt.

Shortly after his first merriage, Wagner went to Russia to direct the music at
Riga, a town on the Russien side of the Baltic. This is vhen his money problems
really got serious. When he asked to go home he could not be given a passport
until his debts were paid. The only plen was to escape gsecretly. The Wagners had
8 long, dangerous, and secretive voyage to Paris by way of Iondon. Paris was no
better than Russia and he found himself in debtor's prison. Finally Wagner gave
up in despair and left Paris for home and Dresden.

In Dresden he finally met with success. His opera, Rienzi, was performed for
which Wagner received $250. Of course this all went to his creditors. He became
Royal Kapellmeister of the Dresden Opera et a yearly salary of $1,125. This
magnificent salary went to his head. For six years he kept this job but used the
money in a grand manner of living rather then paying off his old debts.

At this time en insurrection broke out in Dresden. Wagner, with his sense of the
dramatic, became a sort of musical director of the revolution. Naturally when the
King was agein in control Wagner was maede a politicel exile, forbidden to set fool
on German soil.

Wagner fled to Switzerland where he lived for thirteen years. While he was in
political exile Lohengrin was performed: the composer heerd it for the first time
thirteen years later.
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Wagner - pege 2

Finally at the height of his despair the young Prince Ludwig, an enthusiastic
Wagnerite, ascended the throne of Bavaria. He gave Wagner an ennual income and
1lifted from hinm his enormous burden of debt.

The last years of his life were his happiest. His new wife, Cosima, was an under-
standing as well &s & sensitive artistic soul. Wagner devoted ail his time end
talents to composing his operas and building the theatre and school for Germen
opera at Bayreuth in the center of Germany. As he grew older he was forced to
spend his winters in the milder climate of Italy. Here he died in January, 1383,

Wagner was always & controversial figure. Terhaps it was necegsary for the man
who could compose such bold and compelling operas to be an egocantric, self-
jndulgent man. Regardless of the personelity, Wagner and opera go together like
Shekespeare and play, Beethoven and symphony.

Wagner changed the whole concept of opera when he began his serious study of the
misical drama. Melodies were used as leitmotivs (leading motives or neme tags for
each character). He used the brasses in a new and bold way: loved trombones and
miffled horns. He added the English horn and bass horn to his instrumentation.

He divided the strings into small choirs and the violin section into many parts.
Wagner was a dramatist end loved the sublime and the "grand spectacle.”

Wagner always wrote his own texts for his operas end his Essay on Conducting
showed him to be a fine drillmaster and conductor as well.

In spite of his edverseries end the adversities of his eeriy life, Wagner survived
to become one of the greatest masterpieces of the Romantic period. William Archer

defined a mesterplece:

"A masterpiece is not a flawless work, but one which has sufficient
vitality to live down its faults, until at laest we no longer heed
and almost forget them."”

Works:

15 Operas and music-dramas - Rienzi
The Flying Dutchmen
Tennhauser
Lohengrin _
The Ring of Nibelung - set of U
operes

Tristan and Isolde
The Meistersiugers

Parsifal
Orchestre music
Songs
Piano music

Literature - texts on opera, conducting, composition,
gutoblography
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The story of the Meistersingers of Nvfrem'berg is one of Wegner's few attempts at
comic opera. It was written enroute between Vienna and Venice in November,

1861. The plot is simply boy-wins-girl story but there are many who say that the
boy was Wegner himself. His adversary was his severe critic, Eduard Henslick,
who thoroughly disapproved of Wagner, :

Welther, a stranger in Nuremberg, learns that a beautiful girl, Eva, whom he has
Just met is to be given in marriage by her father to the winner of the song con-
test held on St. John's day.

After a series of misadventures where Walther has his contest number stolen, he
finally wins the contest and claims his right to marry Eva. The poet and the
rusician in the opera become symbois of art and life enshrined in the splendor
of the song of the people.

The chorale and finale both include the prize song with which Walter won the
contest. This 1s music taken entirely from the third act of the opera. The 15-
measure introduction for strings is the Hans Sach's uotive. Hans was one of the
townspeople's favorite mastersingers; their choice to win the contest. This
motive leads directly into the stately choral Awske (at A) sith which the people
greet dans. This modulates into the Finale (at D) with accompsuiment of rushing
figures in the strings, and concludes (four measures after F) with a repetition
of one of the strains with which the opera begins.

The arranger, Mex Deutzmann, is well-known as a conductor of orchestras and
choruses and is head of the vocal department of the New York Conservatory of Music,
New York City. He conducts three large choruses in Connecticut: Concordia

Ladies Singing Society, Harugari Singing Society, and the Teutonic Mannerchor.

©
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STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:

1st violin == ext., 1=2, 2-3, 3=-U4, 123; lst finger extensions, fourth finger
extension.
2nd violin - ext,, l-2, 2-3, 3-4, 123, 123'4; 1lst finger extensions, fourth
. finger extension, '
Viols == 1=2, 2-3, 3-8, 123; 1lst finger extensions.
Cello -~ lowered extensions, upward éxtensions.

Positions: 1lst violin -- I, II, IJX, 1V, V, VI, VII, VIII, X.
2nd violin -=- %, I, II, XIX, IV, V.
Viola -- I, II, III, 1IV.
Cello -- %, I, II, III, IV, V.
String bass -- %, I, II, III.

Bowing: legato, martele, spiccato, sautille, staccato, accented detache,
rapid detache (measured tremolo) -ff, portato. ;

Pizzicato: R.H.
Ornaments: double grace-notes, trill, rapid turns.

Tremolo: measured 1l6-notes,

Dynamics: P, piu;'P’ piu‘if, £f, AiMey e o>y wes 3 >, Crescendo,
Rhythms: timing of turns, sextuplets, scales.

Meters, Tempos and tempo changes: U/, moderato, rallJ;., rit., 3/2, a tempo, vivace,
3 3 2 2
Double-notes: 1lst violin == 2-m6, 2-M6, 1l-M6, 1l-mb6, 1-P8,
2nd violin «= 3 2 1 2 3 2
0-P8, 1-M6, 1-P5, 1-m6, 2-m6, 2-P5.
Viola == &4 1l 1 1l 3 . 3 .
= 1.P8, 3-m3, 3-M3, 0-M6, 2-m6, o-P8.
Cello == 4 2 3 1
o-P8, 0-P8, Q-P8, o-P8.

2 3 .
Chords: 1st violin == 2 2 4 E
1-C Major, 1 2 E

1-C Major, 1 G.
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Chorale and Fiaale from
Die Meistersinger

GENERALITIES: cout.

2nd violin «= 2 3A LE 3
1l 2 28 2
o-C Major, 2F 16G, 1
1A, 1-C Major.
Viola == 2
1l 2 3 1
o 1 2(G M nT= o
o- C Major & G Major, o=C Major, o=-3rd missing), o- C Major.
Cello == D E
G G
vy
C.

Hermonics: lst violin o= mid-string A, Viola == nid-string G.
- Cello == mid-string D and A,

Vocabulary: con espressione, sempre, espressivo, ben tenuto, dolce,

also see above,

Comment: rapid scales, written out turns. Treble clef in the viola part,
thumb position and tenor clef in the cello part.
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Chorale and Finale from
Die Meistersinger

PARTICULARS:

Beginning through 2 aefter (A): The need in this section is for every player to
produce the greatest depth and beauty of tone possible without
being loud until just before the first double bar. It may be
wise to use more than one bow on the note 1 after (A) if the
fermate is held long.

The 3 upper parts need the use of III position, the cello pert
IV position and II position,

3 after (A) to (B): In this sectiom, the strinp parts are not of first importance.
The double-notes shoull be learned and played in performance if
they can be made to sound well, The dynamics should be played
very accurately and the tone kept at a first rate quality. The
players should be especially awere of the instruments that have
the more important parts and how their own part fits the others,
Various positions are used (through IV).

(B) to {(C): The string parts are very important bere - the 1lst vioclip part in

particular. Care should be taken to execute the dynamics properly

and to coordinate the trills., The separate 8th-notes with dots in
the lst violin part should be played with a strong mertellato at
the heel of the bow,

(c) to (D): Separate 16th notes, violin, viola and cello parts - alvays spiceato;
geparate 8th notes with dots-martellato at the hegl; separaie
quarter~-notes in the cello and bass parts-accented grand deteche;
Bth notes without dots - detache porte or portato, The rapid legato
scales maey require some extra work on finger articulation to make
them clear enough and fast enough.

(Dz to 3 before SE)_ again, extra work on finger articulation may be necessary

to malie the scales sound clearly. This also applies to the

"uritten-out" turns (these start 1 before (D) in the 2nd violin

and viola parts). The fingering has been chgsen to, with the goal in

mind of finding the easiest, ‘clearest and stropngest way of playing

all the turns, scales and trills. Success in timing the 32nd-note
and 16thenote (sextuplet) turnc may depend upon an accurate feeling
for the 2nd half of each beat.

Cello part -- the separate 16th and Sth-notes beginning 8 after (D)

should probably be played with a very heavy (but not choking)

detache porte.,

Second violin -~ imitate the sound of the ¢ellos in the passage

beginning O after (D).

String bess -- continue the use of accented grapd detache for the

quarter-notes apd the balf-notes. The fingering is planned for

smoothness and richness of expression,

1st violin -- last note of 4 before (E) is indicated to be played

as o harmonic on the A string. This mekes the whole scale possible.

in one position (VII) and since the first finger need only touch
the harmonic for a fraction of %he notels duration (the harmonic
will continue to sound without the finger being on the note) there
is time to shift to the E string (III pos.) for the next note.

4
v
A
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Chorale and Finale from
Die Meistersinger

PARTICULARS: cont.

3 before (E): violins I and II -- This is one of the major climaxes of the work
and should be played with the utmost strength and beauty of tone.
WB for every bow stroke,

Viola, Cello and bass -~ detache porte for the tripiets because

they must have weight but also clarity. Use of the fingering

given should prevent any rasping open strings.

(E) to the end: 2nd violin and cello double erch other for U bars right after
(E) and should try to match quality and vibrato as well as pitch.
all parts -- beauty of quality and intensity »f expression ere
the major gouls for the lst 10 bars. When separate half-notes
are present they should be sustained and connected to each
other with the greatest smoothness,

The cello part is written in tenor clef twice in this section,
It would be best to have the players recite the note-names
frequently if they seem not to know them, They should not be
allowed to write the note-names in the part.
end violin ~- it may be difficult to get the trills to cut
through unless the section is really together on them., It might
be wortl while to decide on the number of notes in each trill,
. Viola == the tremolo should be as rapid as possidle,
all parts -- another climax occurs beginning 3 before (F).
WB for each stroke except for the 8th-notes whick are martellato,
The separate quarters should be acceatad grand detache. The
cello and bass should continue in this style to the end.
1st violin and viola =~ on the string from (F) until the final 3
measures using as much bow as possible.
2nd violin -~ spiccato - perhaps colle for the Sth notes -~ for
3 measures after (F) (this pert should cut through). After this,
on the string until the last 3 measures.
all parts -- the chords in the last 3 measures should not be
too long and should sound unbroken. Use vibrato!

-
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BRASS CRITIQUE

In general all rhythm must be well measured and slightly broauened, especially

- JFJ rhytims which occur throughout the Finale.

The brass plays most of the time throughout the Finale so it might be advisable
to have the first choir players rest occasionally so that there will be plenty of
strength at the climax which occurs 3 before (E).

In all passages marked with the long slur a sustained phrase must be heard.
Advia? 1))1ayers to keep air in motion throughout these passages; i.e. the horns
from (E) on.

WOODWIND CRITIQUE

Clerinet - Sharp keys might provide some reading problems but the difficulty is

only sbout medium in grade.
5 before (E) - B to C# trill, C# should be fingered like B with the addition of M.

Bassoon ~ Jemanding of good high cegister.

Oboe - 5 after (D) trill C to D with D trill key either hand. Also 16 before the
end.

- Flute - For piccolo ith bar of F finger C and trill D# key.-

PERCUSSION CRITIQUE

Timpani is generally more independent than earlier of composition hoth in rhythm
and pitch. Tr s indicates roll. Cymbals in the last measure stop sound on beat
two. Triangle two measures before F should be played with two beaters held like
timpani sticks.




EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

0O ww
1. Legato arpeggio (different note for each of 3 or U strings) -- bow moves

in the same direction for 3 or U4 notes and in a smooth arec ("\ or J)
teking 1 note and 1 string at a time.

2. Sautille” arpeggio (different note for each of 3 or U strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jeteé) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet —- at the bridge (see sul ponticello).

Au talon ~- at the frog or the heel of the bow.

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike wit: approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute.

D€tache - separate smooth bow strokes, one for each note, with no variation in
pressure a.nd o break between notes. This bowing is also known as the
simple dtach€ to distinguish it from the variations givem below.

1. Grand détach€ -- same as the above but using the whole bow for each note.

2. Accented detache -= each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in martele -
no separation between the notes.

3. Accented grand de'tac;b_g‘_ -- same as #2 above except that a whole bow is
used for each note.

4. p&tachd portd -- strokxe begins with & slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the
notes are slightly separated.




String Terminology - page 2

pdtachd -- (continued)

5. pétachd laned -~ a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
gwelled and are played like a marteld without the "pinch".

Extension -- placing & finger or fingers farther spart on the string then their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
Thege are not asppliceble on the string bass and could apply
t0 the cello only in thumb position.

1. 1-2 pattern means 12 3 L.

2, 2-3 pattern means 1 23 L. The basic finger petterns
3. 3-k pattern means 1 2 3. }

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5, 1''23 4 pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12''3 I pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23''}4 pattern —- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above). :

Flsutando or ﬂaﬁtato -= indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowing) -~ the bow strikes the string suddenly end sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog ~- &s a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics ~- flute-like tones produced by touching & string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -~ produced by touching an open string.

o, Artificial harmonics -- produced by touching a string shortened ty a
"stopping finger" (artificiel nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows 1f it would be
advantageous to 4o so.

Jetei -- gee ricochet.
Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achleve the proper effect.

MLink" -- see "hook".

I.ou;e' -- gee porvato.

Martelé -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martelg: {usueily just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained marteld -- seme s simple martelé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martele’ -= tLa simple martelé executed with the whole bow.

Marteld attack -- see #2 and #1 under marteld above and also under "pinch!'

i.e., in a martelé style.

Martellato -- this means either martéle or a bowing that sounds like a ga_rt__e;]_.__e' ’

"pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, ’results in & consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which band is

to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of cocatact -- the place on the string at which the bow is placed.

Porta’,o (Lour<) -=- two or more detache porté notes performed on ‘the same bow stroke.

Restez -- remain in the position.

»

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced. |

T e T v
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Sautilld -- a springing bow stroke that obtains its efiect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son £51& (spun tone) -- the long sustained tone. The best point of contact is
, nearer the bridge than it is with faster moving bow

~ strokes. The player needs to match up the duration of

the tone with bow speed and sounding point. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point -- see point of contact.

: Spiccato ~- the bow is dropped from gbove the string end rebounds into the air.
F The flying spiccato is a series of spiecato notes played in the same
’ bow direction.

' Staccato -- a general term meaning that the notes are ghortened.

} -- & specific term meaning to the string player that 8 series of small
;i garteld strokes are to be executed on one and the same bow stroke.

: {Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to h= somewhat tensed to achieve success.

2. Flying staccatc -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immedistely above).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.
2. Dashes may mean detache or detache pgrte' .

3. Dashes and dots combined may mean detache lance , & modified spiccato or
a modified mexrtelé,

4. The tie or slur mark will mean either to tie the notes or to slur the
notes {(legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.

Q
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SIGNS (continued):

6. %’he ti;c; or slur mark in conjunction with dashes will mean portato
loure;,

T. The staple-shaped sign (™)) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to 1ift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.
11. The sign // means to stop or to 1ift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14. The sign, x (or M, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ¢ indicates the use of the thumb to finge¥ a note.

17. Bow placement or the area of the bow to be used:

&. Fr. -- near the frog of the bow.

b. M. -~ near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the dow.

d. L.1/2, L.1/3, L.1/4 -~ the lower 1/2, 1/3, 1/4 of the dow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/28, 1/3B, 3/4B, 1/4B, ete., means to use a whole dbow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) - half position.
I « 1st position.
II -~ 2nd position.
II% - intermediate position between 2nd and 3rd positiocns.
et2.




Absolute music

- Aria
Atonality

Avant gerde
Cadenza

Canon

Cantata

Chorale

. Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento
Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

Tn contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more Voices.
No key used.

Pertaining to those in the arts who create, produce or
apply tiew or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave renge-.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru=-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent perts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than U movements. .

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Prograume music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphonys; in opera tagging evary
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Baegpipe - also movement of & suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




/Sonata-allegro form

‘Suite

" Symphony

. Tonality

- Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.

Sonate for orchestra in U4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo '

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 ~ 1900

Just as the French Revolution overturned the old order and sterted a new social
age, 80 the Romantic movement in ert shattered the treditionel set forms of the
classic and flooded usnuscripts, canveses end music books with undisguided,
unashamed emotions.

The watchword wes freedom: freedom of thought, trade, religion, and, of course,
ert style. uais naturally developed into a revolt against the more formal end
severe elements of the classic ideals of the seventeenth and early elghteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personal and impassioned.

From this ceme meny new art forms: the Ballade, Romance, Intermezzo, and the
Fantasies. Composers began ﬁo set to music of haunting beeauty the texts of the
Romantic poets, Goethe and Muller. In Germany these took shepe es the art songs
or Lieder.

Opers enjoyed a complete transformetion from its early Itelian style. To bring
opere to its new heights were two famous men - the German, Wagner, end the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note & development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

In France Romanticism in peinting evolved into Impressionism - & dreamy, misty,
evocative art. In music Debussy end Revel were to transmit this new etherealism
onto the steff,

Truly the Romantic Period hes meny facets and no one can be gingled out as the
mein characteristic of the Period. It wes really a time of originality; the
individuel srtist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.

Musicians in Romentic Period

Chopin Composer of vest emount of piano literature.
Liszt Greatest pianist who ever iived.

| Rossini Opera composer ~ Barber of Seville,
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Verdi

Wagner
Saint-Saens
Debussy
Moussorgsky
Tchaikovsky
Rimsky-Korsekov
Brahms

Dvorek

Romantic Period - pg. 2

Another opera composer - Aida.

Creator of & new opera form.

Composer of Carnival of Animals,

French Impressionist.

Russian Nationalist.

Most popular Russian composer.

Master at writing for orchestra.

Successor to Beethoven in writing symphonies.

Composer of Symphony #5 in E Minor ("From the New World")




JOHANNES BRAHM3

b. Hamburg, Germany T May 1833
d. Vienna, Austria 3 April 1897

' In the poorer section of Hamburg, Germany, was born the man Johennes Brahms who
leter was destined to be celled "Beethoven's successor in the art of composing

. music for the symphony orchestra." There was never any question as to whet

- Johennes would be. Both parents targht him his music and he responded at an

. early age. His father saw to it that he had the best of teachers and Brahms wes
soon composing music and conducting as well as playing the horn in the _>cal bands.

" With the famous Hungerian violinist, Reményi, Brehms traveled all over the Rhine

. country and carried his bundle of manuscripts with him. It was on one of these
trips that he met Robert and Clara Schumann and made & friendship that was to

. last him the rest of his life.

 These were the learning years. When he was thirty years old he decided to try

- his luck in Vienna, the magic city of music. This was his home for the rest of
' his life and here he devoted himself almost exclusively to the work of musical

. composition. He soon discovered that s definite position with its routine and

F policies was not for him. These were the wandering years. Usuelly he spent one
. or two of the winter months traveling, meking guest appearances as conductor and
. pianist., In the summer he lived outside of Vienna in his beloved mountain dis-
tricts. The rest of the time he lived in his humble quarters in Vienna.

~ He never married but dearly loved all people and they in turn reciprocated that
" love. "Herr Doktor" was a familiar sight as he ambled down the streets of the
' ¢ity, whistling a tune or composing a melody later to be transferred to the manu-

| The master years were spent simply. He rose early to catch the birds singing,
took long welks in the country, and went back to the local Inn for his noon meal.
. He soon took his place in the Austrian city as the greatest of living composers.
He hated publicity and to his dying day remained shy and aloof, & simple-heerted
. man loving nature end menkind.

. Brehms had the Class.cist's feeling for tradition and form but to these he brought
a wealth of emotion, feeling, and poetry. He combined freedom of emotion with the
discipline of structure and classical technique, producing an art thai -ras unique=

F 1y his.

Gl

Works:

i Symphonies
Variations on Theme of Hayda
Concerto for violin and orchestrs
Concerto for violin, cello and orchestra (Double Concerto)
German Requiem (written for Robert Schumann)
Hungerian Dances
2 Overtures ~ Academic Festival
Tragic
Violin and cello sonatas
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. The lth movement of the Symphony No. 1 by Brahms resurrects the seventeenth

. century form of the passaceglia which becomes a powerful experience. The passa-
caglis 18 a U-beat theme in the bass while the treble provides variations. It

' i1s an old slow dance form, originally Spanish. The 4ih movement begins with &

. tensely dramatic intrecduction followed by a melodic call for the French horn.

. Brahms wrote out the notes of an Alpine horn call which he later used in the

symphony.
. The students will recognize the theme as one they have sung in elementary school.

The arranger, Vernon F. Leidig, is a Professor of Mugic at California State
College at Los Angeles. He is the author of three college text books and a
aumber of school orchestra and band arrangements.

The recording is by the Boston Symphony Orchestra, Charles Munch, conductor.
Charles Munch was Music Director of the Boston Symphony Orchestra for thirteen
seasons. He resigned as conductor of this famous orchestra in 1962.

Side 2 Band 2




Brahms First Symphony
Fourth Movement
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STRING CRITIQUE
GENERALITIES:

Finger patterns, extensions and contractions:
1st violin == 1-2, 2-3, 3-b, 12' '34, 1''23'4; 1st finger extensions;
3 —»1 contractions, b --Dl contractions.
2nd 7iolin == l-2, 2-3, 3-U4, ext., 12''34; 3 — 1 contractions, -
} — 1 contractions.
Viola == 1=2, 2-3, 3=k, 1''23; lst finger extensions.
Cello == lowered extensions, raised extension,
string bass -~ lst finger extension.

Positions: ¢t violin -- I, II, III, IV, V, VI, VII.
2nd violin -- I, II, III, IV, V.
Viola == %, I, II, 111, 1V, (V).
Cello -- I, II, III, IV.
String bass == %, I, 11, IDs, III, IV.

Bowing: detache, legato, portato, accented detache, fouette, lifts, martele,
hooks, staccato, detache porte, spiccato at the nut, grand martele,
grand detache, sustained martele.

Pizzicato: R.H. in all parts. L.H. in string bass part.

Ornaments: +trill in violin parts.

Tremolo: bowed, cello and string bass (32nd-note).

Dynamics: pp, p, mp, nf, £, ff, @, = , dim., cresc., sf.

Rhythms: displaced acceats, dotted, rhythms, oroad syncopation.

Meters, Tempos and tempo changes: 4/L4, Piu andante, allegro non troppo, animato,
slower, accel,, Q, piu allegro, broad-slower,

Double-notes: none,

Chords: none.

Hermonics: none,

Signs: e My, <= 4w ¢ D
97 ¥&y #.

Vocabulary: accelerando e crescendo, con sordino, senza sordino, marcato, Dal
Segno al Coda, soli, anacrusis, Also see above,
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Comment: mutes called for in the violin and viola parts,
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String Critique - page 2

Brahms Pirst Symphony
Pourth Movement

PARTICULARS:

Beginning to (B): The tremolo in the first measure of the cello and string bass
parts should be as rapid and strong as possible. Bass II
pos., cello IV pos. ,

All parts -~ This section should be very soft and sustained

except for the few places indicated otherwlde.

(B) te (C): This great melody should be played very legato and richly all on

the G-string. The seme is true of the 2nd violin's harmony part.

The viola part needs the use of both the C and G strings.

The cello and bass should meke as much of their pizzicato part

as possible working for clarity, roundness and vibrancy of tone,

Open strings should be avoided as the fingering indicates.

Violin parts -~ the trill just before (C) should be played without

a turn at its end, The trill should end on the printed pitch Just

before the pizzicato begins, leaving only a very slight silence

Just before the pizzicato note.

(c) to (D): all parts.--.see the comments immediately above concerning the

cello and bass parts.

/ Violin parts -- one measure and one note before (D) is the

anacrusis to the melody beginning at (D). This anacrusis shculd

; not be more strong or brilliant than the melody proper -~ this is

g the reason for tha use of IV position in the 2nd violin part.

. (D) to the D.S. sign: all parts -- This section begins with great forcefulness

E cello and bass - accented grand detache; violins and viola -

" grand detache and portato). The displaced accents which begin the

: slurred 8ths should be done by whipping the bow down from the air

q (fouette bowing).

E At b before E in the violin s is begun a pattern that must be bowed detache

;: lance (dotted qu!arter-note) with a martele (the 8th-note) hooked on

in the same bow direction. The 8th-notes should be separated from -

_ the notes ths. precede and follow.. The hooked quarter-notes should

. both be martele. In the lower parts -- half-notes - grand detache;

{ accented quarter-notes - accented grand detache; unmarked 8th-notes

~ detache porte; quarter-notes with dots - grand detache lance.

all -parts -- Later on when 8th and quarter-notes with dashes degin
to appear, a more porte or portato style is needed. The legato
portions must be brilliant and intense.

Cello and bagss =~ about mid-way between (E) and (F) the quick
chenges of arco and pizzicato require the players to keep their
regular (correct!) bow hold during the pizzicati.

Violin and viols parts -- after (F) the unmarked quarter-notes will
need to be played grand detache.

Coda: all parts =~ the first ° measures should be bowed with a mertele in
the L%, At the change of time signature, the bowing needs
to be a heavy spiccato - not too muck off the string. Tie
violins should remain on the G string as long as possible,
exception indicated, until measures 7 and 6 before (G) ).

At 4 vefore (G) the quarters with dots will need to be
bowed martele near the frog.

2
3
E,
¢
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PARTICULARS:

String Critique - page 3

Brahms Figst‘gggghpux
Fourth, Movement

cont .,

At (G), the £f wholewnote should aot receive an accented stert. The
tone should begin f£f though,
Beginning at 1l after sG), the tied hslves should probably be bowed

with a sustained martele, the half-notes marked with wedges - grand
martele,

Heavy spiccato at the heel again at (H) and after.
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BRASS CRITIQUE

Concept of tone should be dark, round and waim in this work. Care must be taken
to be sure that brass timbre is kept in proper prospective throughout. Insist
on close observance of dynamics.

In measure 3, horn must sing out above everything. Keep trumpet and trombone
perts well in the background but well-tuned. Check trumpet octaves for accurate
piteh.

Be sure brass does not cover flute in measure 11. At A, be cognizant of balance
of parts. Beat 3 should be long, but separated from beat 4. All breathe after
dotted half only, and after measure 24. Slurred staccato should be very slightly
geparated.

In measure 25, trumpet tone should be quite broad, but without vibrato and matched
with 1st horn.

At D, brass should be firm, well separated and accented with breath more than
the tongue. Be sure trombone phrases with strings.

Five measures before E will be difficult for trombones. Insist on accurate tuning
of 5th position C# and also blend with bassoon. Four measures after E, be sure
that no glissando is heard in trombomes. Use legato articulation, and blend with
horns.

In coda, insist on tone quality without stridency. Trombcoaes should be well
separated. In code section, the marcatissimo should match up well with strings
and woodwinds. They should be almost like guarter notes. Sforzandi should de
slightly emphasized with breath more than with the tongue. Staccatc in last U
measures should not be overly “clipped.”

WOODWIND CRITIQUE

Clarinets - No fingering provlems.
Should be relatively easy clarinet parts.

-~
Bassoon - Finger all Uth space & pg ‘iib

At (A) plsy with du tongue; sigh into ‘each note and sustain almost to next note.
At {8) use thumb F# both octaves.

At piu allegro in coda, accent each quarter note.

Bassoon shiould sound like a brass-wind at (G) - very sustained.

Oboe - At code sustain the staccato, don't cut it short.
This is a very simple part.




EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

o L. ]

1. Legato _arpeggio (different note for each of 3 or 4 strings) -~ bow moves
in the same direction for 3 or U notes and in a smooth arc (“\ or J)
taking 1 note and 1 string at a time. :

2. Sautille’ arpeggio (different note for each of 3 or b strings) -- bow moves _
in a different direction for each note and string while springing as in :
regular sautille.

3. Springing (saltando, ricochet or Jete) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -~ at the frog or the heel of tke bow.

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bLirridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer -- the mute.

Qe_'jzg_c_l_lg: -- geparate smooth buw strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the
simple adtaché to distinguish it from the varistions given below.

1. Grand déteché -- same as the above but using the whole bow for each note.

2. Accented déta.che" ~-- each bow stroke begins with a sudden increase of’ speed
and pressure but without "pinching"” the string sharply as in martele --
no separation between the notes.

; 3. Accented grand détaché -- seme as #2 above except that & whole bow is
. used for each note.

4. DZtache portd -~ stroke begins with o slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the
notes are slightly separated. :

©
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String ‘“"erminology - page 2

Ditiaché ~- (continued)

5. Détachd .,.ance -~ 8 shortened quick bow stroke beginning witii great
woced sliring toward tne end of the sound. Usually there should be a
clezr separation of the tones. The notes are neither accented nor ;
swelled and ave piayed like & martelé without the "pinch". x

Extension -- plecing & finger or fingers farther apart on the string than their
normel placeuent.,

Finger patterns -~ the patterns of spacing between fingers of the left hend.
These are not appliceble on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 L.
2. 2-3 pattern means 1 23 4, The basic finger patterns &
i, 3l pettern meens 1 2 3k,

. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
- no fingers ere placed closely together.

5. 1''23 L pattern indicates the presence of an sugmented 2nd between lst
2ad 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12''3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23''L pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

"8, Other finger patterns are not only nossible but practical and are in-
dicated with their full configurations as were the "augmented secord"
patterns (nos. 4, 5 and & above).

Flautando or flautato -~ indicates the production of a flute-like tone accompiish-
ed by bowing lightly and with speed over or near tue
edge of the fingerboard.

Fouetie (whipped bowing) -~ the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

£rog ~- as & bowing indicaticn,' it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Hermonics -~ flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(nalves, thirds, fourths, fifths, etec.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmenics -~ produced by touching a string shortened by e
"stopping finger" (artificial nut).
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String Terminology - page 3

"Hook" -~ attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate buws if it would be
advantageous to do so.

Jeté -- see ricochet.
Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

Mink" -~ see "hook".
Louré -- see portato.

Marteld -- a staccato producing type of tow stroke, well accented, biting and
strong.

1. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tore is
percussive, resonant,; and staccato.

2. Sustained mertel¢ -- same as simple marteld except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martele’ -- the simple martele' executed with the whole bow.
Marteld attack -- see #2 and #1 under mertelé above and also under "pinch".

Martellato =- this means either martéle or a bowing that sounds like a martele',
i.e., in a martelé style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, ’results in a consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -~ piucking the striug with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used ar— R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -~ the place on the s.. g at which the bow is placed.

Portato (louré) -- two or more detache _porte' notes performed on the same bow stroke.
Restez -~ remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced -
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String Terminology - page 4

Sautille -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

son £41¢ (spun tone) ~- the long susteined tone. The best point of contact ls
nearer the bridge than it is with faster moving bow
strokes. ‘The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato =~ the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- 2 general term meaning that the notesz are shortened.

-- & specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called so0lid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- gsee flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.
2. Dashes may mean detach€ or detache Eorte' .

3. Dashes and dots cc'mbined mey mean detache’ 1ance’, a modified spiccato or
a modified martele.

4, The tie or slur mark will mean either to tie the notes or to slirs the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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String Terminology - page 5

SIGNS (continued):

6. 'fhe ti’.g or slur mark in conjunction with deshes will mean portato
loure).

T. The staple-shaped sizn ( (™)) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up~bow. This sign also occurs upside down in some
editions. ‘

"9, The comma or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes alzo means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , meens to lift the bow.

11. The sign // means to stop or to 1ift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge (l v ) often means martele or a martellato execution.

4. The sign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole=-step.
16, The sign ¢ indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

&. Fr. -- near the frog of the dow.

b. M. -- near the middle of the bow.

¢c. Pt. or tip. -=- near the point or tip of the dow.

do L01/2’ L01/3' Lol/h Ladtnd the lOVer 1/2’ 1/3’ l/h Of the bOV.

e. U.1/2, U.1/3, U.1/4 =- the upper 1/2, 1/3, 1/4 of the vow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/h of the bow, 1/4 of the
bow, etc., :

18. The positions are indicated as follows:

(%) - half position.
I «~ 1st position.
II «. 2and position.

II% - intermediate position between 2nd and 3rd positions.




. Absolute music

. Aria
- Atonality

Avant garde
Cadenze

Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto. :

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (b movements) .

Clavier hit by tangent - usually b octave range-

Any keyboard instrumentj; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usuelly has
more than U movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.




'Harpsichord
fImpromptu
. Invention

' Keppellmeister

. Leitmotiv

“Mass

f Mastersinger

| Musette
Opera buffa
 Oratorio
grtial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

 Lied (pl. Lieder)

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic copera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels relsted to Cixrist and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
end rhythm to dreamatic speech than to song.

Mass for the dead.
Lest movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony .

B i
e 2l P I o

o

Carnay e e b mceate Mg et

ﬁ l
st
3




‘Sonata-allegro form
X Suite

:Symphony

. Tonality

f Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.

Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 - 1900

| Just as the French Revolution overturned the old order and gterted a new social

' age, 80 the Romantic movement in art shattered the traditional set forms of the

i classic and flooded menuscripts, canveses and music books with undisguided,
unashamed emotions.

f The watchword wes freedom: freedom of thought, trade, religion, and, of course,
M ort style. This naturally developed into a revolt against the more formsl end
. gevere elements of the classic ideals of the seventeenth and eerly eighteenth
centuries. The romentic style was the composer expressing his own individual

experiences, personal and impassioned.

From this came many new art forms: the Ballede, Romance, Intermegzo, and the
Fantasies. Composers begen Ro set to music of haunting beauty the texts of the
Romentic poets, Goethe end Muller. In Germeny these took shepe as the art songs
or Lieder.

Opera enjoyed a complete transformetion from its esrly Italian style. To bring
opera to its new heights were two femous men - the German, Wagner, end the
Italisn, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the aize of the orchestra, in instrument
construction, as well as in the colors of the various instrumen’s as used by the

composers.

In France Romanticism in painting evolved into Impressionism - & dreamy, misty,
evocative art. In music Debussy and Ravel were to transmit this new etherealism
onto the staff.

Truly the Romesntic Period has many fecets and no one can be singled out as the
mein characteristic of the Period. It wes really a time of originality; the
individual artist and his perscnel feelings were finelly breaking througn to
the front of this world of Giants of the Romantic Period.

Musicisns in Romentic Period

Chopin Composer of vast amount of piano literature.
Liszt Grestest planist who ever lived.
Rossini Opera composer - Barber of Seville,
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Romantic Period - pg. 2

Verdi Another opera composer - Alda,
Wagner Creator of a new copera form.
Saint-Saens Composer of Carnival of Animals.
Debussy French Impressionist.
Moussorgsky Russian Nationelist.
Tchaikoveky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.
Brahms Successor to Beethoven in writing symphonies.
Dvorek Composer of Symphony #5 in E Minor ("From the New World")




JOHANNES BRAHMS

b. Hamburg, Germany T May 1833
d. Vienne, Austria 3 April 1897

In the poorer section of Hamburg, Germeny, was born the man Johannes Erahms who
later was destined to be called "Beethoven's successor in the art of composing
music for the symphony orchestra." There was never any question as to what
Johannes would be. Both parents taught him his music and he responded at an

early age. His father saw to it that he had the best of teachers and Brahms wag
soon composing music and conducting as well as playing the horn in the local dbands.

With the famous Hungarian violinist, Reményi, Brahms traveled all over the Rhine
country and carried his bundle of menuscripts with him. It was on one of these
trips that he met Robert and Clara Schumann and mede a friendship that was to
last him the rest of his life.

These were the learning years. When he was thirty yeers old he decided to try
his luck in Vienna, the magic city of music. This was his home for the rest of
his life and here ke devoted himself almost exclusively to the work of musical
composition. He soon discovered that & definite position with its routine and
policies was not for him. These werz the wandering years. Usually he spent one
or two of the winter months traveling, making guest appearances as conductor and
pianist. In the summer he lived outside of Vienna in his beloved mountain dis-
tricts. The rest of the time he lived in his humble quarters in Viemna.

He never married but dearly loved all people and they in turn reciprocated that
love. "Herr Doktor" was a familiar sight as he ambled down the streets of the
city, whistling a tune or composing & melody later to be tr-usferred to the manu-
seript.

The master years were spent simply. He rose early to catch the birds singing,
took long walks in the country, and went back to the local Inn for his nocn meal.
He soon took his place in the Austrian city as the greatest of living composers.
He hated publicity and to his dying dasy remained shy and aloof, a simple-hearted
man loving nature snd mankind. :

Brahms haed the Classicist's feeling for tredition and form but to these he brought
a wealth of emotion, feeling, and poetry. He combined freedom of emotion with the
discipline of structure and classical technique, producing an art that was unique-
ly his,

Works:

4 Symphonies
Variations on Theme of H
Coucerto for violin and orchestra
Cspeerto for violin, cello and orchestra (Double Concerto)
Gorman Requiem (written for Robert Schumann)
higarian Dances
2 Overtures ~ Academic Festival
Tragic
Violin and cello sonatas




Excerpts from Finale of Fourth Symphony
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 rahms wrote four symphonies in all. Each differs markedly from the other.
In the Fourth Symphony Brahms resurrects the seventeenth-century form of the
| Passacaglis which, in his hands, becomes & mighty dramatic exposition.

. A Passacaglia is o dance which was introduced into keybpard music early in the
. geventeenth century. The msic is normally in triple time in regular phrases
of two, four or eight bars, with & full close at the end of each phrase.

. The symphony is the most significant form in orchestral misic. It is a sonate
for orchestra, generally in four movements:

1. Sonata; form, e.g. exposition, development end recapitulation.
2. Song form - slov and lyricsl. |

3. either (Minuet - classic form
Jor (Scherzo - introduced by Beethoven

L, Rondo, sonate or theme and variations form. However, Brahus aid
not use any traditiocnal fourth movement form; ingtead he vsed a
development of the Passacaglia.

Mr. Collier has included in his excerpts from the Fourth Symphony the opening
Allegro Energico e passionato and closed with the rousing Piu Allegro.
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STRING CRITIQUE

GENERALITIES
Finger: patterns, extensions and contractions:
1st violin -- 1.2, 2-3, 3-U, 12'3k, 1st finger extenzions, Uth finger extension.
2nd violin == 1.2, 2.3, 3-1& 1234, 1st finger extensioms.
Viola - 1.2, 2-3, 3-h4, ext., 2-3-10 1st finger extensions.
Cello - Lowered and upward extensions, double extension.

Positions: 1l1st violin -- %, I, II, III, Z(W,)(V, VI, VII, VIII).
2nd violin - %, I, II, Iir, (1
Violg «- %, 1, II, III.

Cello - I, II, 111, 1V,
String bass -- %, I, II, IT%, III, IID%, IV, Vs.

Bowing: a.ccented détache, hooks, legato, rapid aftaché (note pairs), martele,
ustained martele, zccented grand ddtaché.
Pizzicato- R.H. chords, L.H. open E in string bass part.
Dynamics: P, f, ff, cresc., dim., crescendo sempre pil, 7.
Rhythms: 2/h within 3/4,
Meters, tempos and tempo changes: 3/4, Allegro energico e passionato, Piu Allegro.
1l 2 3 o 3
Double-notes: 1st violin -~ 1-P5, 1-M6, 2-mb, 1-Ph, 2-M6.
' 1l 1 3 1 1 3 4 1 4
2nd violin -~ 1-P5, 3-M3, 2-mb6, 3-m3, 2-Pi, 2-M5, 2-m3, o-M5, 3-MS,
1l 2 o 2 i 3 2 1l
2-Ah’ 1"&7’ 3-}29 1"M6q 2“"m7’ 1"m7’ 1"“6’ ‘h-m,

h-m3, 1"&50
Viola -- 1 2 1 1 3 2 2 o 1l 1
3-M3, 3-Ak, o-M6, 1-P5, 2-M5, 2-P5, 1-m6 2-m3 3-m3, 2-Al,
1 3 2 2 ) Ut b
2-3!3, 2-mb, U-m3, 1-M6, 3-M2, 1-P8, 3-!:6 2-MS. 3-M6.
1 X1 3 o xl
Cello o h-A’& l&-lﬁ, h‘m3’ 3"P5: 3"m3. h-A?., 3"?".

\

¢ lst violin w E-o 2 2 A-l 3 2
C-2 2 1 F#-3 2 2
E"l, 1"'3 m., l-E mino” D"'O, 2"” m.’ l-E mino,
o
B-1 o 3 3 b
P2 1 e 2 3

3-2, 3"'A mino’ 1"‘0 m.. 1 or 2“B Mo
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String Critique - Page 2
Excerpts from Finale of Fourth Symphony
GENERALITIES cont.
Chords: 2nd(vicl:ln - E«2 1 o A-0. o

G-1 o 1 D¥#-1 1 2
E"B, O"D w., 3"E mo, 3-3, 3'A mino’ l-c m.,
G2 o 2
Bb-1 1 1l
G"‘39 3-‘E mmo, 1"’E mino
Viola -~ 3 o 1 A-0 o 2
2 2 1 DA}, 1 1
2"'E‘nd-no’ h"D l‘wo’ O"'E mino’ B-Q 'Y B-A mina’ °"c m.,
2 3 3 4
1 2 2 3
1l or 2-B Maj., 1 or 2-E min.
o
Cello ~- © Ao G=4 1 3 1
1 F#-3 G-0 o 1 1

h-A mino, A-l 9 E"B’ O.A min., 1‘” m., O.E mino

Harmonics: st violin -- mid-string E, 1/3 string B.
String bass -- mid-string G.

Signs: accents, cresc., dim., 1 , v , extension, dots, points ( ®), slurs,
ties, hook.

Vocabulary: diminuendo, ben marceto largamente, espressivo crescendo, divisi,
arco.
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EXPLANATION OF STRING TERMINOLOGY

Arco =- with the bow.
Anm frosch -- at the frog or the heel of the bow.

0O we

1. Legato arpeggio (different note for each of 3 or U strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth arc ('\ or s
taking 1 note and 1 string at a time.

2. Sautille”arpeggio (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jete) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the bridge (see sul ponticello).

fu telon —- et the frog or the heel of the bow. e

Coll¢ -- the string is spproached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously w:lth the "pinch" and the bow
is lifted from the string immediately. It is similar te¢ pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is U
to strike with approximately half the hair as well as the stick. o
The bow hair mey either be turned away from the btridge or toward R
the bridge since either can be quite satisfactory in producing the "
required qul:l.ty of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Dampfer -- the mute. | 4

Détache -- separate smootk bow strokes, one for each note, with no v-riation in
pressure and no break between notes. This bowing is also knows as the ¥
simple dftaché to distinguish it from the variations given below. K

1. Grand ddtach -- seme as the above but using the whole bow for each note.

2. Acce~ted deta.che -- each bow stroke begins with a sudden increase of speed
and p.essure tut without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand détaché -- seme as #2 above except that a whole bow s
used for each note.

4, Detache mrte -- stroke begins with a slight swelling folloved by a grad-
ual lightening of the sound (see portato). There may or may not be &
small spacing between the notes but the impression shuuld be that the
notes are slightly separated.




String Terminology - page 2

pétache -- (continued)

5. pétachd lancé -- a shortened quick bow stroke beginning with great
speed slowing towerd the end of the sound. Ugually there should be a |
clear separation of the tones. The notes are neither accented nor | 3
svelled and are played like a marteld without the "pinch®. .

Extension -- placing a finger or fingers farther apart on the string than their
. normal placement.

Finger patterns -- the patterns of spacing between fingers ¢f the left haxd.
These are not applicable on the string bass and could apply
to the cello only in thumb positionm.

1. 1-2 pattern means 12 3 4,

2. 2-3 pattern means 1 23 L, The basic finger patterns
3. 3= pattern means 1 2 3%, }

4. Extended or All.whole-step or whole-tone pattern means 1 2 3 4, {.e.,
no fingers are ple.ced closely together.

5. 1''23 b pattern indicates the presence of an sugmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

ﬁm"ﬂo ‘

6. 12''3 4 pattern -~ augmented 2nd between fingers 2 and 3; ™ Af-step
betmn fingers 1 and 2.

7. 123! oy pattern -- augmented 2nd between fingers 3 and &4; half-step
between fingers 2 and 3.

8. Other finger patterns are uot only poaaible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. k4, 5 end 6 above)

Flautendo or tlmtato e indicatee the production of & flute-like tone accomplish-
: ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (vhipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- a8 a howing indication, it mears that tha plsyer shculd use the bair near
© the frog of the bow to produce the sounds asked for.

Harmonies -~ flute-iike tones produced by touching a shing in places (nodes)
that force the string tc divide iteelf into fractions of itself { -
(balves, thirds, fourths, fifths, etc.) -t

1. Natural harmonics == produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
_ Vigtopping finger" !artiﬁ.cial nut).




String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
Plies to notes that would be played with sepacate bows if it would be
advantageous to do so.

Jete' == gee ricochet.

Legato -~ smoothly slurred notes,

Lifted bowstrokes -- bowing that involves lifting the btow from the ctring to
achieve the proper effect.

"Link" -~ see "hook".
Louré - see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- same as siuple marteld except that the tone is held
out. An adequate amount cf bow must be availsble for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the ginple marteld executed with the whole bov.
Marteld attack -- see #2 and #1 nder marteld abcre and also under “pinch".

Martellato -- this means either martéle or a bowing that sounds like a m_a_x_'_t_g_l_e:,
i.e., in a martelé style.

"Pinch" -- the pressure applied tc the string with the bow which, when the bow is
moved, ’reaulta in a consonant-like beginning of a tone. This is the
nartele attack.

Pizzicato -- plucking the string sith a finger or the thumb. Left hand wizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and ¥.3. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte notes performed on the same bow stroke.
Restez -- remain in the position.

Tdcochet «- the bow is ciropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saicendo or Saltato -- a general term meaning springing, rebounding or bounced.

=
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Sautilld -~ a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Sen ri1d (spun tone) ~- tiie long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strckes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort. ‘ |

Sounding point -- see point of contacv.

Spiccatc -- the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same

bow direction. :

Staccato -- & general term meaning that the notes are shortened

-- & specific term meanivg to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous sinccato -- txecuted by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flyinz staccato -- performed in the same meuner as the solid stacesto
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flesutando.

SIGHY:

1,
2.
3.

b,

5.

Dots may mean any form of détaché or any type of staccato bowing.
Dashes may mean detache or detache porte.

Dashes .ad dots combined may mean detache' 1ance' » @ modiried gpiccato or
a modified marteld,

The tie or slur mark will mean either‘ to tie the notes or to siur the
notes (legato).

The tie or slur mark in conjunction with dotc will usually mean staccato,
flying staccato, flying spiccato, or ricochet.
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String Terminology - page 5

SIGNS (continued):

. %he ti; or slur merk in conjunction with dashes will mean portato

1 .

7. The staple-shaped sign ( (™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) meens up-bow. This sign also occurs upside down in some
editions.

9. The canma or apostrophe usually means to lift the bow or st least to
" phrase (breathe). It sometimes also means to recover the bow, that is,
move it “Trough the air to the frog.
10. The sign, ) , means to lift the bow.
11, The sign // means to stop or to lift the bow or both.
5 12. The sign / over a note means foustte or vhipped bowing.

13. The point or wedge ( y ) often means marteie or a martellato execution.

14, The sign, x (or N, or v), means an extension of one half-step.
15. The sign : (or xx) means an extension of one whole=-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
' a. Fr. -~ near the frog of the bow.

b M. == near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bovw.

d. L.1/2, L.1/3, L.1/4 <= the lower 1/2, 1/3, 1/k of the bow.

e. U.1/2, U.1/3, U.1/4 == the upper 1/2, 1/3, 1/L of the dow.

f. WB, 1/28, 1/3B, 3/4B, 1/4B, ete., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) =~ half position.
I - 1lst position.
II « 2nd position.
3 IT% - intermediate position between 2nd and 3rd positionms.

ete.
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Absolute music
Aris
Atonality

Avant garde
Cadenza

Canon

Cantsata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clevier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento
Fantasia

Fugue

Hermonic series

DIGEST TERMINOLOGY
In contrest to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technicelly brilliant sometimes improvised solo passage
towerd tne end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (& movements).

Clavier hit by tangent - usually % octave renge-

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass i.ne in Barogque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usuelly hes
more than U4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord
- Impromptu
' Invention

Keppellmeister

- Lied (pl. Lieder)

. Leitmotiv

| Mass

. Mastersinger

' Musette
Opera buffe
Oratorio
Partial
Partite

Pagsion
Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills. -
Spontaneous music.

Short two-voiced cleavier pieces.

Director of music to a Pripce, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with & musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particul.r sttention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.
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Digest Terminology - pege 3

Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
t, rondo

Tonality A system in which all tones gravitate to a certain tone.

'Virtucso Solcist.
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and sterted & new social
age, 80 the Romentic movement in ert shettered the traditional set forms of the
classic and flooded manugcripts, canvases and music books with undisguided,
unashamed emctions.

The watchword wes freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into a revolt against the more formal end
severe elements of the classic ideals of the seventeenth end early eighteenth
centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

From this came msny new art forms: the Ballade, Romance, Intermezzo, and the
Fantasies. Composers began Ro gset to music of haunting beauty the texts of the
Romentic poets, Goethe and Muller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed & ccmplete transformetion from its eerly Italian style. To bring
opera to its new heights were two famous men - the German, Wagncr, eund the
Italiaa, Verdl.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Chorael" Symphony snd Brehms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the verious instruments as used by the
composnrs .

In France Romanticism in painting evolved into Impressicnism ~ a dreaxy, misty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism
onto the staff.
Truly the Romantic Period hes meny facets and no one can be singled out as the
mein characteristic of the Period. It was really a time of originality; the
individual artist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.
Musicians in Romentic Period
Chopin Composer of vast smount of pieno literature.
Liszt Grestest planist who ever lived.

Rossini Opera composer - Barber of Seville.
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Verdi Another o] va composer - Aida.
5 P ;Wagger Cieator of & new opera form.
JSaint-Saens Composer of Carnival of Animals,
: Debussy French Impressionist.
; Moussorgsky R\;ssian Nationalist.
| Tchaikovsky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.
Brahms Successor to Beethoven in writire symphonies.

Dvorek Composer of Symphony #5 in E Minor ("From the New World")
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FREDERIC CHOPIN

b. Poland 1810
d. Paris 1849

One of Poland's greatest composers was a man #¢ho spent most of his life in Paris.
Frederic Chopin wes a very young man, only 39 yeers olé,when he died in Paris end
was buried at his request with a cupful of his beloved Polish earth gcattered
over his coffin.

4 Warsaw, where his father had his own boarding school, wes the young Chopin's first
§ home. From here he concertized as & pianist first in Germany then in Paris vhere
! he lived for the rest of his life. It was in Paris that he was introduced to

fame end the nobility at the salon of the Baron Jacques de Rothschild (the famous
j family of finsance).

Frederic loved weelth, beauvy and culture, so it seemed incongruous for him to
£all in love with & very masculine women novelist who called herself Ceorge Sand.

| She wore masculine clothes, smoked cigars, end should have repelled any maen who
loved just the antithesis cf her cheracter. But Chopin and George Sand were
attracted to each other and the attraction lasted a stormy eight years.

After the break with George Sand, life for Chopin seemed a procession of days
£illed with painful memories. He made & short trip to London but he soon was
homesick for Paris as he had a premonition of his approaching death. He still
mgllz‘rned for his lost love, George Sand, wher he died on an October morning in
1849,

ey

Most of his music was written for his fivorite 3~strument ~- 169 pieces written
for the plano. He increased both the technical and artistic resources of the
pieno as an instrument. His piano repertory included concerti (such as the Zamous
VBarsaw) sonates, waltzes, polonaise and magurkas.

Even though Chopin ccnfined himself so severely to the smaller structures of
composition he remains one of the most original and influential genuises in the
entire history of music. He very carefully edited and revised his work; each
composition painstakingly criticized before publication. For this reason he is
one of the few composers who has most everything that he wrote still alive end
significent in the repertory.

Two aspects of his music are dominantly cheracteristic: his partiality to dance
forms and his pronounced Polish nationalism.

NORMAN DELLO JOIO

&

b. New York 1913

With his father as his teacher Norman Dello Joio began his musical career as an
organist. Later he studied with the famous Pietro Yon (Gesu Eambino). He serious-
ly studied composition at City College, New York, and won a Gugg~mbeinm Fellowship
for further study. He is a truly catholic musician whose tastes embrace the field

| ERIC

Aruitoxt provided by Eic:

ISV Y — - - R b
- ooy ‘

aerm s ayR n o R A A8 N e men s 1 hae A N Ry A

e



Composer - Page 2 .

' Frederic Chopin (Norman Dello Joio) cont.

 of music from his own jazz band when he was twenty years of age to his present
position as one of America's best known contemporary composers.

He has always been an avid sports enthusiast and once was forced to choose

between music and sports when he was offered a professional ball player‘s
contract.

Mr. Delio Joio is best known for his own original compositions and the clear
beauty of Chopin's melodies has not _een lost in his tramscription of these

Three Songs of Chop_in:
I The Ring

I7 The lcovers

III The Wish
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THREE SONGS OF CHOPIN

R
16

arr. Norman Dello Joio easy

These Three Songs of Chopin are a free orchestral transcription of songs orig-
- inally composed for voice and piano. The music may be played as a suite of
instrumental pieces or as choral accompaniment to the songs. Choral transcrip-
. tions are available in SATB, SA and piano.

- The Three Songs of Chopin are:
I The Ring

II The Lovers
] IIL The Wish

The errangement of Three Songs of Chopin was made by Norman Dello Joio, & well-

- known and respected cuntemporayy composer. Most of Mr. Dello Joio's work ‘s

| original and he has not spent much time in transcriding music. His own compositions
include three piano sonatas and he has appeared frequently as a solo pianist. His

. plano repertory includes many Chopin works and he has included these Three Songs

of Chopir iz his recltal programs. This undoubtedly influenced his decision to

orchestrate these particular pieces by Chopin.
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Three Songs of Chopin

16
Arr. Dello Joio moderate

STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions: )
1st violin == J-2, 23, 3=U, 1-2-3-k4, 123'4, 12'34, double extensions,

1.3, U1 contractious.

ind violin -- 1.2, 2-3, 3-k, 1-2-3-4, 1'*234, 123'4, 1lst finger extensions,

1-3 contraction.

Viols == 1.2, 2-3, 3-h, 1-2-3, 123'4, 1-3 contraction.

Ceilo -~ lowered and upward extensions. (Double extensions.)

String bass -- extension (pivot).

Positions: 1lst violin -- %, I, II, III.
2nd violin -- %, I, II, III.
Viola -- I, II, III.
Cello -- %, I, II, III, IV.
String bass -- %, I, II, 1Tk, III.

Bowing: portato, détaché porte, flautendo, spicsato, flying staceato, staceato,
coll€, détaché lancé, son f£ilé, 1lifts.
Pizzicato: R.H., singie notes, double-notes, chords.
Dynamics: PP, P, mf, £, ff, dim., cresc.
Meters, tempos and tempo changes: 3/, Moderato, rall., 2/4, Allegretto, 3/h,
Allegro grazioso, rall. un poco, a tempo,
rall. poco a poco.

e ‘ 1 o 1l
17 Doubleinotes: 1lst violin -- o-P8, 1-Ph, o-M6.
- 1 o o e 1l o)
- ond violin -- ¢-m6, 0-P5, 1-P4, o-mT,0-M6, 2-m3.
o o o
Viole =~ 1-P4, o0-P5, 3-m3.
2 L 3 2 L } ) )
Cello == 2-P5, hh-PS, 1 or x1-P4, (1.P8), o-P5, 1-d5.
String basg =- 1-P5.
A-0 1 A0 1
Chords: lst violin -=-D-0 o 2nd violin =~ D=0 O
A=-1, o=G Maj. A-1, 0=G Maj.
1l i 1l
Cello =~ o 1l o]

o-C Maj., o-Ab Maj., o-G Maj.
Haermonies: mnmid-string A's, D, C.

Signs: slurs, hooks, portato, y , I , fermates, dots, dashes, staccato, extension.

Vocsbulary: flauiande, cantabile, leggiero, colla parte, grazioso. Also see above.

~ Comment: unusual fingering in the violin and viola parts.

g 3 ,
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heeli of the bow.

egglo --
1. Legato arpeggio (different: .. ¢ for each of 3 or 4 strings) -- bow moves
in the same direction i ~ & L notes and in a smooth arc (-\ or J)
teking 1 note and 1 stzd~ . 1t & time.

U

2, Sautille”arpeggio (different note for each of 3 or 4 strings) -~ bow moves
in & different direction for each note and string while springing as in
regula> sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow aprings.

Au chevalet -- at the ‘Eridge (see sul ponticello).

Au talon -- &t the frog or the heel of the bow.

Coll¢d —- the gtring is approached from the air and "pinched” lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned sway from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer tcgether on the strings than their normal
placement requires.

Démpfer -- the mute.

Detache = geparate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the
simple détaché to distinguish it from the variations given below.

1. Grand ddtachd -- same as the above but using the whole bow for each note.

2. Accented détaché' -- each bow stroke begins with a sudden increase of' speed
and pressure but without "pinching" the string sherply as in martele --
no separation between the notes.

3. Accented grand ddtaché -- same as #2 above except that a whole bow is
used for each note.

L, @M -- gtroke begins with a slight swelling followed by a grad-
Jal lightening of the sound (see portato). There may or may not be &
small spacing between the notes but the impression should be that the
rotes are slightly separated.
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pétachd —- (continued)

5. Détachg lag” i -= 8 shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separstior of the tones. The notes are neither accented nor
swelled and are played like a marteld without the “pinch".

Extension -- placing a finger or fingers farther spart on the string than their
normsl placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4,

2. 2-3 pattern means 1 23 4, The basic finger patterns
3. 3-4 pattern meens 1 2 34,

. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd bztween 1lst
and 2nd fingers (an extension) and a helf-tone between 2nd and 3rd
fingers.

6. 12''3 L4 pattern -~ augmented 2nd between fingers 2 and 3; half-step
betwzen fingers 1 and 2.

T. 1 23''i pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. %, 5 and 6 above).

Flautendo or flautate -~ indicates the production of a flute-like tone accomplish-
ed by howing lightly and with speed over or nesr the
edge of the fingerboard.

Fouette (vhipped bowing) -~ the bow strikes the string suddeniy and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as a bowing indication, it mesns that the player should use the hair near

the frog of tie bow to produce the sounds asked for.

Harmonics ~- flute-like tones produced by touching a string in places (nodeg)

that force the string to divide itself into fractions of itself
(halven, thirds, fourths, fifths, etc.)

1. Natursl harmonics ~- produced by touching an open string.

2. Artificisl harmonics -~ produced by touching a string shortened by a
"stopping finger" (artificial nut).




String Terminology - page 3

"Hook" -- attaching on or more notes to the same bow stroke. This usually ap-
plies to notes that would be ployed with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.
Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
Loure' -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong. )

1. Simple marteld (usually Just martelé) —- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone ia
percussive, resonant, and staccato. :

2. Sustained marteld -- same as simple martele mertelé except that the tone is held
out. An adequate amoun’ of bow must be _be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the gimple martelé executed with the whole bov.

Martelé attack -- gsee #2 and #1 wnder martelé' above and also under “pinch".

Martellato ~- this means either martele or a bowing that sounds like a ma.rtele,
i.e., in a martelé style,

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in & consonant~like beginning of & tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
$0 be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porté' notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is iropped (or thrown) on the string and allowed to rebound
making poscible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.

| ERIC
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String Terminology - page U

Sautille -- a springing bow stroke that obtains its effect through the natural
syring of the bow coupled with the correct motion of the bow hand and
am It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son z11d (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato «- the bow is dropped from above the string and rebounds into the cir.
The flying spiccate is a series of spiccato notes played in the same
bow direction.

Staccato ~- a general term meaning that the notes are shortened.

- 8, Bpeciﬂc term meaning to the string pleyer that a series of small
martele strokes are to be executed on one and the same bow stroke.
(Also called golid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid cscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the gsolid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).
\

Sul ponticello -- play with a relatively light bowstroke neer enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:

1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte.

Dashes and dots ccmbined may mean detache lance, a modified spiccato or
a modified martele.

The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet. -
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S8I6HS {(continued):

6.

Te

8.

9.

18.

%‘he ti’g or slur mark in conjunction with dashes will mean portato
loure).

The staple-shaped sign (™)) means down-bow. This sign sometimes occurs
upside dowm.

The sign ( v ) means up-bow. This sign also cccurs upside down in some
editions. ‘

The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bov, that is,
move it through the air to the frog.

The sign, ) , means to lift the bow.

The sign // means to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or », or v), means an extension of one half-step.
The sign § {or xx) means an extension of one whole-step.
The sign ¥ indicates the use of the thumb to finger & note.

Bow placement or the area of the bow to de used:

a. Fr, -~ near the frog of the bow.

b. M. == near the middle of the bow.

;s Pt. or tip. -- near the point or tip of the bow.

do L-l/?, L01/3’ Lol/h b the 10“1‘ 1/2, 1/3’ 1/1& Of the mw.

e. U.1/2, U.1/3, U.1/4 -= the upper 1/2, 1/3, 1/k of the vow.

£, WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/ of the bow, 1/4 of the
bow, etc.

The positions are indicated as follows:

(3) - half position.
I « 1st position.
II « 2nd position.

1% -~ intermediate position between 2nd and 3rd positions.
ete. '




Absolute music

Arig
Atonality

Avant garde

Cadenza

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and technigues.

A technically brilliant sometimes improvised solo passage
toward the enc of a concerto.

A device of imitation by onc melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (i movements).

Clavier hit by tangent - usually b octave range:.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Barogue era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than U4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord

Impromptu

Invention

Keppellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to & Prince, King or Noblemen.
German art song.

Leading theme in a symphony; in opera tagging every
chaeracter with a musical label.

Part of tke Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thet tells a story, paints & picture or sets e mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Lest movement of concerto or symphony.

Literally a "joke." 3rd movement of a sympnony.
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
%. minuet or scherzo
k. rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.




FRENCH CHRISTMAS SUITE
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}  "TIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and sterted a new social
age, 80 the Romantic movement in art ghattered the treditionsl set forms of the
classic and flooded manuscripts, cenveses and music books with undisguided,

unashamed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into & revolt against the more formael end
severe elements of the classic ideals of the seventeenth end early eighteenth
centuries. The romentic style was the composer expressing his own individual

experiences, personel and impassioned.

From this ceme many new art forms: the Ballade, Romance, Intermezzo, and the
Fentasies. Composers begen ;l';o set to musie of haunting besuty the texts of the
Romsntic poets, Goethe end Muller. In Germany these took shape as the art songs

or Lieder.

Opera enjoyed a complete transformetion from its eerly Itelien style. To bring
opere to its new heights were two femous men - the German, Wagner, end the

Italian, Verdl.

As for the symphony, Beethoven broke into the Romentic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we aote a development in the size of the orchestra, in instrument
construction, as well a3 in the colors of the verious instruments as used by the

composers.

In France Romsnticism in painting evolved into Impressionism - a dreamy, misty,
evocative art. In music Debussy end Ravel were to transmit this new etherealism

onto the staff.

Truly the Romantic Period has many facets and no one can be singled out as the
mein characteristic of the Period. It was reelly & time of originelity; the
individusl srtist and his personal feellngs were finally breeking through to
the front of this world of Giants of the Romentic Period.

Musiciens in Romentic Period
Chopin Composer of vest amount of plenc literature.

Liszt Greatest planist who ever lived.

Rossini Opera composer - Barber of Seville.

!
i-




Verdi

Wagner
Saint-Saens
Debussy
Moussorgsky
Tchaikovsky
Rimsky-Korsakov
Brahms

Dvorek

Romantic Period - pg. 2

Another opera composer - Aida.

Creator of a new opera form.

Composer ot Carnival of Animals,

French Impressionist.

Russien Nationalist.

Most popular Russian composer.

Master at writing for orchestra.

Successor to Beethoven in writing symphonies.

Composer of Symphony #5 in E Minor ("From the New World")



o AR bkt R
RSOSSN NOEP 0 e e

P

CESAR FRANCK

d. Paris 1890

§ Not a success story is that of César Fransk. It wasn't until his 68th year, the
‘ last year of his life, that Franck received any major pudblic success. He was &

devout man, like Bach; e simple man who served music and God with reverence and
humility.

César Franck was a master teacher; all of his great works were composed before he
was 50 years old. To his compositions he brought an innovation, e method of modu-
letion by shifting half steps. He considered harmony horizontally rather then
vertically; every chord progressed as part of a melody to be completed.

Kl The father of Cesar Franck was & banker who loved music and he encouraged his son

g in his nusicel studies. At the Liege Comservatory in Belgium Franck studied
piano, and at the Paris Conse-vatory he began the study of composition as well.
In 1858 he became organist at Saint-Clotiide, a post he held until he died 30
years later. An auto accident in Paris wes the indirect cause of his death.

Works

3 Operas

Church music.

Organ literature

Orchestral music {Symphony in D Minor)
Chamber music

Piano literature
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Cesar Franck easy

The French Christmas Suite is among the lesser known works from césar ¥ranck's
 collection of easy ~ieces for the harmonium (keyboard instrument), including

arrangements of a raumber ol French Hoels. Three of these are in this French
Christmas Suite. All are marked by the fresh melodic quality of folksong, to
. which is added the sensitive harmenization of a great composer.

Instrumental composers began in Bach and Handel's day to utiiize the suite form -
a collection of old dsnces - for orchestral music. This was labeled as a classi-
cal suite which passed into obsolescence between the middle of the eighteenth
century and the beginning of the twentieth. However, in the twentieth century,
geveral neoclassicists revived the form successfully. The most famous contempo-
rasy composer, Igor Stravinsky, used the classic tradition for his orchestral
suite adapted from the ballet, Pulcinellsa.




French Christmas Suite
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Franck easy
Arr. Gordon
STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions:
Advanced violin -- i-2, 2-3, 3-k, ext., 1''234, 1st finger extension.
ist violin -- 1-2, 2.3, 3-k, ext., 1''23Y4, 1st finger extension.
- 2nd violin -~ 1-2, 2-3, 3-h; 12'3k4, 1st finger extension.
Viola - 1-2, 2-3, 3-k, 12''3h4, 1st finger extension.
Cello -- Lowered extension, upward extension.

Pogitions: Advanced violin -~ I, II, III, Iv, V.
18‘5 ﬂOlin - I’ II, III’ IV.
ad V‘iOlin baad k’ I’ II, IIIO
ViOlS - g’ I’ II’ III’ IVQ
cello hadad I’ II, III, IVQ
Strinﬁaﬂs -t I’ II’ III, III&Q

Bowing: 1legato, portato, martele, legato and booked dotted rhythm, detache .
accented detache, compound slurs articulated like portato, lifts.

Pizzicato: R.H. in string basg part only.

Dynemics: P, mf, £, ££, cresc., dim., swells.

Rhythms: dotted-rhythms.

Meters, tempo and tempo changes: 3/k, Andantino rallentando, a tempo, C
Allegro maestoso.

Double-notes: Advanced violin 3 1l o
and 1st violin -~ o0-P8, c-mb, o-P5.
1 o 3 o 0
2nd violin -- o-M6, 0-P5, 0-P8, 1-Pk, 2-M3.
3 o

Viola ~- o-P8, 1-P4,

Harmonics: Advanced violin - mid-string E,A & D.
1st violin -- mid-string A & D.

Signs: fermata, dots, slurs, ties, hooks, cresc., dim., ™, V , C, 1lire,

extension, accents.
Vocabulary: ottava ad 1ib., cues.

Comment: some nice places for the study of 2nd position.

ERIC
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

QO ==
1. Legato_arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (-\ or J)
teking 1 note and 1 string at a time.

2, Sautille”arpeggio (different note for each of 3 or li strings) -- bow moves
in & different direction for each note and string while springing as in

regular ssutille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Coll€ -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to plzzicato
except that the bow rather than a finger displaces the string.

| Col legro -~ the string is struck with the wood of the bow. The usual method is
E to strike with epproximately half the hair as well as the stick.
1 The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute.

Détache —- separate smooth bow strokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is also known as the
simple détaché to distinguish it from the variations given below.

1. Grand ddtaché -~ seme as the above but using the whole bow for each note.

2. Accented de'*;ache" -- each bow stroke begins with a sudden increase oi; speed
and pressure but without “"pinching" the string sharply as in martele -~
no separation between the notes.

3. Accented grand adtaché -- same as #2 above except that a whole bow is
used for each note.

' Dgtache:pgrte' -- stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There mey or may not be a
small spacing between the notes but tae impression should be that the

notes are slightly separated.
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? String Terminology -~ page & 3
’ ’ |

~ Detache -- (continued) ‘
| 5. Détashé lancé -- a shortened quick bow stroke beginning with great |
clear separation of the tones. The notes are neither accented nor j

speed slowing toward the end of the sound. Usually there should be a
swelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers farther apart on the string then their
' normal placement.

- Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.

2. 2-3 pattern means 1 23 4, The basic finger patterns
3. 3-4 pattern means 1 2 3k,

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between 1lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 4 pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 end 2.

T. 1 23''h pattern -~ augmented 2nd between fingers 3 and b; half-step
between fingers 2 and 3.

8. Other finger pat*erns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 azbove).

Flautando or tlsutato «~ indicates the production of a flute-like tone accomplish-

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

: Fouetté'(whipped bowing) -~ the bow strikes the string suddenly and sharply after
: being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

‘ Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

: Harmonics - flute-like'tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificiasl harmonics -- produced by touching a string shortened bty a
"stopping finger" (artificiel nut).
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String Terminology - page 3

"Hook" -- attachisg one or more notes to the same bow stroke. This ugually &p-
plies to notes that would be played with separate bows if it would be
advantageous to dq so.

Jetd -- gee ricochet,

legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"link" -~ see "hook".

Louré - se¢ portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Sinple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
_pexcussive, resonant, and staccato.

2. Sustained marteld -- seme as simple marteld except that the tone is held
ont. An adeguate amount of bow must be available for the note in question.
The bow is consideradly slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Martelé attack -- see #2 and #1 under marteld above and elso under “pinch".

Martellato -- this means either mertélé or a bowing that sounds like a !.ngr_t_g_l_-g',s
i.e., in a martelé style.

VPinch" -~ the pressure applied to the string with the bow which, when the bow is
' moved, results in a consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indicstions as to which hand is
to be used are R.H, and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (lourd) -- two or more detache porté notes p2rformed on the same bow stroke.

Restez =~ remain in the position.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
meking posaible twn or more notes per impulse.

Saltando or Saltato -- 2 general term meaning springing, rebounding or bounced.




String Terminology - page b

Sautilld -- a epringing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £11€ (spun tone) -- the long sustained tone. The best point of contact is
nearer the biidge' than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with how speed and sounding point. Wwhen the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccatc -- the bow is dropped from above the string snd rebounds into the air.

The f_lxi_gg_ gpiccato is a series of spiccato notes pleyed in the same

bow direction,

Staccato -~ a general term meaning that the notes are shortened.

- 8 speciﬁ.c term meaning to the string player that a series of small
martele strokes are to be executed cn one snd the same bow stroke.
(Also called golid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2, Flying staccato -~ performed in the same mauner as the solid staccato
except with a lighter pressure so thet the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -~ see flautando.

SIGNS:
1. Dots may mean an; form of aétaché or any type of staccato bowing.

2, Daskes may mean detache or detache porte.

3. Dashes and dots combined may mean detache 1ance. a modified spiccato or
a modified martele.

I, The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur merk in conjunction with dots will usually meen gtaccato,
flying staccato, flying spiccato, or ricochet.




String Terminology - page 5

~ SIGNS (continued):

6.

7.

8.

9.

18.

'{he té; or slur merk in conjunction with dashes will mean portato
loure).

The staple-shaped sign (™) means down-bow. This sign sometimes occurs
upside down.

The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

The comma or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

The sign, ) , means to lift the bow.

The eign // means to stop or to 1ift the bow or both.

The sign / over a note meens fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x {(or N, or v), means an extension of one half-step.
The sign § (or xx) means an extension of one whole-step.
The sign ¢ indicates the use of the thumb to finger o note.

Bow placement or the area of the bow to be used:

&, Fr. ~- near the frog of the bdow.

b. M. == near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the dbow.

d. L.1/2, L.1/3, L.1/4 == the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/k == the upper 1/2, 1/3, 1/b of the vow.

£. WB, 1/2B, 1/3B, 3/4B, 1/LB, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/ of the
bow, etc. _

The positions are indicated as follows:

(%) - half position.
I < 1lst position.
II -~ 2nd position.
II% - intermediate position between 2nd and 3rd positions.

etc.




Absolute music

Aris
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale
Chorale~prelude
Classic sonata

Clavichord

Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series
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DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices. .
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Porm of the symphony (U4 movements).

Clavier hit by tangent -~ usually b octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Beroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light musie; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a :nusical lebel.

Part of the Ordinary Mass of Catholic church.

Member of the 15th -~ 1l6th century German guilds for
cultivation of music and poetry.

Bagpipe ~ also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




Digest Terminology - page 3

Sonata-allegro forn A exposition
B development
A recapitulation

Suite Set or series of French dances.
Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.




DANCE OF THE CLOWNS (MIDSUMMER NIGHTS DREAM)
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, 80 the Romentic movement in art shattered the traditional set forms of the
clessic and flooded menuscripts, canveses and music books with undisguided,
unashamed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into & revolt against the more formal and
' severe elesents of the classic ideals of the seventeenth and early eighteenth

. centuries. The romentic style was the composer expressing his own individual
experiences, personel and impassioned.

~7 Ecv assFoaon

From this ceme many new art forms: the Ballade, Romsnce, Intermegzzo, and the
Fantuaieg, Composers begen '&o get, to music of haunting besuty the texts of the
Romsntic poets, Goethe and Maller. In Germeny these took shape as the ari songs
or Lieder.

Opera enjoyed a complete transformetion from its early Itelien style. To bring
opere to its new heights were two famous men - the German, Wegner, eund the
Itelian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the verious instruments as used by the
composers.

In France Romanticism in peinting evolved into Impressionism - a dreamy, nisty,
evocative art. In music Debussy end Revel were to transmit this new etherealism
onto the staff.

Truly the Romantic Period has meny facets and no one can be gingled out as the
mein characteristic of the Period. It wes really a time of originality; the
individual artist and his personel feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.

Musiciens in Romentic Period

Chopin Composer of vast amount of piano literature.
Liszt Oreatest planist who ever lived.
Rossini - Opera composer - Barber of Seville.

©
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Romantic Period - pg. 2

Verdi Another opera composer - Aida.

Wagner Creator of a new opera form.

Saint-Saens Composer of Carnival of Animals.

Debussy French Impressionist.

Moussorgsky Russian Nationalist.

Tchaikovsky Most popula. Russien composer.
Rimsky-Korsakov Master at writing for orchestra.

Brahms Successor to Beethoven in writing symphonies.

Dvorak Composer of Symphony #5 in E Minor ("From the New World")
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FELIX MENDELSSOHN

b. Hamburg, Germany 1809
i. Leipzig, Germany 1847

In Latin, Felix means "happy man." This was very true in the case of Felix
Mendelssohn who was born into a wealthy,. cultured family. Success cawe early
and wvithout a struggle. He had two main goals to achieve and wanaged with

a great deal of success to bring these ideas to maturity:

1. The restoration of the neglected music of J. S. Back.
2. The founding of a Conservatory.

In the short span of his life (38 years) Mendelssohn managed to achieve a great
many more goals than these two, but these seemed to be the primary focus of his
life.

He did everything well; he wag en accomplished painter, dencer, billiard player,
chess player and swimmer. His home was alvays the center of social activity. In
order to restore the music of Bach, Mendelssohn initiated a series of Saturdey
night chorales where the Bach St. Matthew Passion was sung. Enthusiasm was so
great that a public performance was demanded. Mendelssohn thus gave the initial
impulse to the significant revival of Bach's music.

Later in his life he was able to realize his other ambition when he founded the
Leipzig Conservatory in 1843,

He made ten visits to England in his life and the premiere of his C Minor Symph
was given there. The visit to Scotlend inspired his famous Scotch Symphony .

For a short time he was musical director at Dusseldorf but this didn't interest

him and he was glad to leave this job to became conductor of the Gewandhaus
Orchestra, Later he was given the honorary post of Kapellmeister to King Wilhelm IV,
a post which left him free to travel and continue his composing. His premature
death when he was only 38 ceame in 1847.

Mendelssohn was the first of the great Romantic composers as well as the last of
the great classicists. His clarity of writing, exquisite taste and poise are
evidenced in his music. Some criticize that his msic lacked pathos; perhaps
the composer needed to suffer. Thic does not distract from the enjoyment and
pure beeuty of his thirteen symphonies and volumes of chapber music. As a
composer of chamber music he had = geeatness almost without qualification; he
possessed the corplete mastery of this medium.

He also wrote many intimate piano pieces, Songs Without Words, among which are the
familiar Spring Song and Funeral March.

It would be remiss, however, to cmit from the 1list of Mendelssohn's works the most
popular ausic ever written for married couples: Wedding March from A Midsummer

Night's Dream.

Aruitoxt provided by Eic:
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DANCE OF THE CLOWNS

(from & Midsummer Night's Dream)

R
19
Meandelssohn moderate

" An orchestral suite, after the death of Bach, became a large work, in several
movements, united by some integrating idea or program. Such & suite is Rimsky-
Korsakov's Scheherezade.

This is still another kind of orchestral suite beside that already méntioned.
This includes excerpts from an opera or ballet score, oOr. fron incidental music
to a play, integrated into a unified symphonic composition, for concert per-
formance., .

Mendelssohn's most celebruted orchestral composition is Just such a work, the
Midsummer Night's Dresm. Mendelssohn wrote the Overture to a Midsummer Night's
Drean long before he contemplated producing other nunbers for the Shakespeare
play - when he was only seventeen years old. Seventeen years later King
Frederick William of Prussia asked Mendelssohn to write music for a projected
performance of the Shakespeare play. Mendelsschn then produced thirteen numbers.
When the suite is now performed we do not heer all these excerpts; only the best
are pleyed. Besides the overture, the suite as played in present dsy concert
halls includes the Nocturne, Scherzo and Weddiung March.

Mendelssohn leads the listenmer into Shakespeére's Midsummer Night's Dream through
all the motives of the play - the songs and dances of the fairies, the chases of
the lovers, the dance of the rustic clowns, the grace of Titania, and the airiness
of Puck. The overture opens with four sustained chords in the wind instruments,
introducing us to fairy land. This leads up to a mock pageant, & dence by the
clowns, with e humorous imitation of the donkey's bray. The subjects alreedy in-
troduced ere elaborated and the exquisite fairy overture closes with & charnming
Coda. :




Dance of the Clowns

("A Midsummer Night's Dream")

Mendelssohn 19
Arr. Mayes eagy

STRING CRITIQUE
GENERALITIES

Finger Patterns, extensions and contractions:
1st violin - 1.2, 2.3, 3-4,
2nd ViOlin - 1-2’ 2"’3, 3-&.
Viole == l=2, 2-3.
Cello -~ upward extension, (doudble extension?).

Positions: 1lst violin -- I, II, IIT.
2nd violin -~ I, II, III.
Viola -~ I, II, III.
Cello -- I, II, III, IV.
String bass -- I, II.

Bowing: Ilegato, lifts, accerted sustained tones, spiccato, hooks (1egato-marte1e'),
sustained martele, portato, accented détache’.

Pizzicato: HNone
Ornaments: None

Tremolo: Nome
{ Dynamics: P, f, £f, sf.

Meters, tempos and tempo changes: ¢ s Allegro di molto.

Harmonics: 1lst & 2nd violing «- mid-string D.
Cello -- mid-string C, D. !

Signs: alla breve, repeat signs, accents, V , ™ , lift, dots, slurs, dashes,
hook, détaché lance sigm.
Vocabulary: simile, also see gbove.

Pihih e A i & e hiad
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EXPLANATION OF STRING TERMINOLOGY

Arco -~ with the dow.
Am frosch -- at the frog or the heel of the bow.

o - e
1. Legato_arpeggio (different note for esch of 3 or U strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth are (-"\ orJ)
teking 1 note and 1 string at a time.

2. Sautille’ arpeggio (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jete) arpeggio -~ same as #1 above
except that the bow springs.

Au_chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Colld -- the tring is approached from the air and "pinched" lightly with the
bow. The tome is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

Lampfer -- the mute.

Détache == separate smooth bow strokes, one for each note, with no variation in
pressure end no breask between notes. This bowing is alsc known as the
simple ddtach? to éistinguish it from the variations given “elow.

1. Grand ddteché -- szme as the above btut using the whole bow for ‘each uote.
2. Accented de'taché' -~ each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in gg_r_ggp: -
no separation between the notes.

3. Accented grand détaché -- seme as #2 above except that a whole bow is
used for each note.

b, Dé'tache:_ porte' -- gtroke begins with a slight swelling followed by & grad-
ual lightening of the sound (see portato). There may or masy not be a
small spacing between the notes tut the impression should be that the

notes are slightly separated.

Q
I

«




|

String Terminology - page 2

pétachd - (continued)

5. Détachd lancd -- & shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should bve a
clear separation of the tones. The notes are neither accented nor
swelled and are played like & martelé without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
. These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4,

2. 2-3 pattern means 1 23 4, The basic finger patterns
3. 3-4 pattern means 1 2 34,

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
ro fingers are placed closely together,

5. 1''23 L pattern indicates the presence of an augmented 2nd between lst

and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 end 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the “augmented second"
petierns (nos. 4, 5 and 6 above).

Flautando or flamtato -~ indicates the production of a flute-like tone accomplish-

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouetté'(whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as a bowing indication, it mesns that the player shonld use the hair near
the frog of the bow to produce the sounds ssked for.

Hsrmonics ~-- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, ete.)

1. Natural hermounics -- produced by touching an open string.

2. Artificial harmonics ~- produced by touching a string shortened by a
"stopping finger" (artificisl nut).

P Mt b ot e <L AP oo, IO RS e etk L YN S




" String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with gseparate bows if it would be
advantageous to da so.

Jeté -- see ricochet. t

Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves 1ifting the bow from the string to j
achieve the proper effect.

"Link" -- see "hook".
Louré -- gee portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martelé (usually jJust martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched” at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele’ -~ same ag simple marteld except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the marteld attack ("pinch").

3. Grand martele' -- the simple martele executed with the whole bow.

Marteld stteck - see #2 and #1 under marteld above and also under "pinch".

Martellato -- this means either martelé or a bowing that sounds like a mar__jgl_._é,

S ———

i.e., in a martelé style.

"Pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
marteld sttack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (ouré) -- two or more detache portd notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.

ERIC
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String Terminology - page U

Sautille -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son i1 (spun tone) -- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out "
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the sair.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- & specitic term meaning to the string player that a series of spall
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccate =ad mertelé staccato.)

1. Rapid or nervous stac:ato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes. )

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke neer enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGKS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detsche porte' .

3. Dashes and dots combined may mean detache’ lance » & modified spiccato or
a modified martelé.

L. The tie or slur mark will mesn either to tie the notes or to slur the
notes (legato).

5, The tie or slur masrk in conjunction with dots will usually mean staccato,
flyiog staccato, flying spiccato, or ricochet.

R A v 7 Provided by R
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SIGNS (continued):

6. %he téc)e or slur mark in conjunction with dashes will mean portato
loure). '

T. The staple-shaped sign (™) means down-bow. This sign sometimes occurs
upside down.

8. The sigu ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to 1lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1ift the bow. i
11. The sign // means to stop or to 1ift the bow or both.

12. The sign / over a note mesns fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The eign, x (or N, or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one vhole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. ~= near the frog of the bow.

b. M. =~ near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 <= the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/b of the bow. .

f. WB, 1/2B, 1/3B, 3/4B, 1/UB, etc.; means to use a whole bow,
1/2 of the vow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) - half position.
I - 1lst position.
II - 2nd position.,
1% - intermediate position between 2nd and 3rd positions.
ete. .




DIGEST TERMINOLOGY

Absolute music In contrast to programme music - music that has no admitted
association with anything outside of itself.

Aria A song for one or more voices.
Atonality No key used.
Avant garde Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.
E Cadenza A technicelly brilliant sometimes improvised solo passage
3 toward the end of a concerto.
ﬁ Canon A device of imitation by one melodic line of another.
; Cantata Like short story is to novel, canteta is to oratorio;
3 biblical text is often used.
E Chorale Congregational hymn of Lutheran church.
f Chorale~prelude Klaboration of the chorale played before the singing.
| Classic sonata Form of the symphony (b movements) .
Clavichord Clavier hit by tangent - usually 4 octave renge.
i Clavier Any keyboard instrumentj; clavichord, harpsichord, etc.
| Concerto Solo instrument with orchestra.
% Concerto Grosso Succession of movements pleyed by 2 or more solo instru-

? ments with full orchestra.

Continuo Figured bass line in Baroque era.

TR T LT R T T .

Contrapuntal The combination of 2 or more independent parts in a
harmonious texture.

Divertimento Light music; generally played outdoors. Usually has
more than 4 movements. :

Fantasia The composer exercises his fancy without following
any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

P B it vt v i i R I Lok e A

Harmonic series A series of notes consisting of s fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.




Harpsichord
Impromptu
Invention
Kappellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffe
Oratorio
Partial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - pege 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Noblemean.
German art song.

Leeding theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays nsrticular attention
to melodic value of cach part.

Use of several keys or tonalities at same time.
Introductory movement.
Music thet tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
end rhythm to dramatic speech then to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "Jjoke." 3rd movement of a symphony.
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%2 Sonata-allegro form

"

',} Suite

' Symphony

Tonality

Virtuoso
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Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.
Scaata for orchestra in 4 movements:
1. sonata~allegro
2. slow
3. minuet or scherzo
4, rondo
A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 -~ 1900

Just as the French Revolution overturned the old order and started a new sociael
age, 80 the Romantic movement in art shattered the traditional set forms of the
classic and flooded manuscripts, canvases and music books with undisguised,
unashamed emotions.

The watchword was freedom: frezdom of thought, trade, religion, and, of course,
art style. This naturally developed into a rewvolt against the more formel and

§ severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romantic style was the composer expressing his own individual
experiences, personal end impassioned.

| The eighteenth century was a period of tremendous fierce pride in national life.

i Much of this was expressed in music as well as science. Galileo used hie telescope,
Isaac Newton wrote about the law of gravity, Shekespeere thrilled the world with
his magic pen, and Chopin wrote passionate love songs to his beloved Poland.

From this came many new art forms: the Ballade, Romance, Intermezzo, and the
Fantasies. Composers began .t;o gset to music of haunting beauty the texts of the
Romantic poets, Goethe and Muller. In Germsny these took shape as the art songs
or Lieder.

SISO o Ny

Opera enjoyed & complete transformation from its early Italian style. To bring
opera to its new heights were two famous men - the German, Wagner, and the
Jtalian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the

composers.

In France Romenticism in painting evolved into Impressionism - a dreamy, misty,
evocative art. In music Debussy and Ravel were to transmit this new etherealism
onto the staff.

Truly the Romantic Period has many facets end no one can be singled out aes the
main characteristic of the Period. It was reelly a time of originality; the
individusl artist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romantic Period.

Musicians in Romantic Period

Chopin ‘Composer of vast emount of piano literature.
Liszt Greatest pianist who ever lived.
Rossini Opera composexr - Barber of Seville.
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a
Verdi Another opera composer - Aida, 4
Wagner Creator of a new opera form. ‘ ;
Seint-Saens : Composer of Carnival of Animals.
Debussy French Impresgionist. _;
Moussorgsky Russian Nationalist. :'
Tchaikovsky Most popular Russian composer. i

Rimsky-Korsakov Master at writing for orchestra. ’

Brahms Successor to Beethoven in writing symphonies.
Dvoreak Composer of Symphony #5 in E Minor ("From the New World")




FELIX MENDELSSOHN

b. Hamburg, Germany 1809
d. Leiprig, Germany 1647

In Latin, Felix means "happy man." This was very true in the case of Felix
Mendelssohn who was born into a wealthy, cultured family. Success came early
and without a struggle. He had two main goals to achieve and managed with

a great deal of success to bring these ideus to maturity:

1. The restoration of the neglected msic of J. S. Bach.
2. The founding of a Conservatory.

In the ai)ort' span of his life (38 years) Mendelssohn mansged to achieve a great
many more goals then these two, but these seemed to be the primary focus of his
life.

He did everything well; he was an accomplished painter, dancer, villiard player,
chess player and swimmer. His home was always the center of social activity. 1In
order to restore the music of Bach, Mendelssohn initiated a zeries of Saturdey
night choraics where the Bach St. Matthew Passion was sung. Enthusiasm was so
great that a public performance wvas demanded. Mendelssohn thus gave the initial
impulse to the significant revival of Bach's music.

Later in hig life he was able to realize his other ambition when he rcunded tThne
Leipzig Conservatory in 1813,

He made ten visits to England in his life and the premiere of h:li C Minor 8
wvas given there. The visit to Scotland inspired his famous Scotch Symphony.

Por a short time he was musical director at Dusseldorf but this didn't interest

him and he wvas glad to leave this job to become conductor of the Gewandhaus
Orchestra. Later he was given the honorary post of Kapelimeister to King Wilhelm IV,
a post which left him free to travel and continue his composing. His premature
death when he was only 38 ceme in 1847,

Mendelssohn was the Jirst of the great Romantic composers as well as the last of
the great classicists. His clarity of writing, exquisite taste and poise are
evidenced in his music. Some criticize that his music lacked pathos; perhaps
the composer needed to suffer. This does not distract from the enjoyment end
pure beauty of his thirteen symphonies and volumes of chamber music. As a
composer of chamber music he had a greatness almost without quelification; he
possessed the complete mastery of this medium.

He also wrote many intimate piano pieces, Songs Without Words, among which are the
familiar Spring Song and Funeral March.

It would be remiss, however, to omit from the list of Mendelssohn's works the most
popular music ever written for married couples: Wedding March from A Midsummer

Night's Dream.




MELODIES FROM ELIJAH
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20
Mendelssohn easy

Eligah, the most popular of all of Mendelsschn's compositions, was finished in
1846 and first performed August 18 of that year at the Birminghem (England)
 Festival. The prominent scenes treated in the oratorio are the drought prophecy,
~ the raising of the widow's son, the rival sacrifices, the appearsance of the rain
~ in enswer to Elijah's appeal, Jezebel's persecution of Elijah, the sojourn in the

desert, his return, his diseppearance in the fiery chariot, and the Finale, which
- reflects upon the meaning of the sacred narrative.

An oratorio is the setting of a text on a sacred or epic theme for chorus,
soloists, and orchestra, for performance in a church or concert hall. Handel's
oratorios were the only ones by a German composer tc have more than an occasional
performance.




Melodies from "Elijeh"
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Mendelssohn easy
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STRING CRITIQUE
| GENERALITIES
‘ Finger patterns, extensions and contractions:
1st violin -- 1-2, 2-3, 3-4, ext. ist finger extensions.
2nd violin -- 1-2, 2-3, 3-4, (ext.), 12''3'h implied, 12'3k, 1lst finger
extension.
3rd violin ~- 1-2, 2-3, 3-k4, 1st finger extensioms.
Viole ~- 1-2, 2-3, 3-i, 12'34, 1st finger extensions.

Cello -~ lowered and upward extensions.

Positions: 1st violin -- I, II, III, (1V).
ond violin -- %, I, II, III, IV.
3rd violin -- I, II, III.
Viola -- %, I, II, III.
Cello -- I, II, III, IV, V.
String bass -- %, I, II, ID%, III, IIT%.

Bowing: detache, legato, portato, ddtachd porte, grand détache, accented
grand détache.

Pizzicato: R.H. in Ceilo & String Bass.

| Dynamics: PP, P, mf, f, £f, cresc., Ay« >, S

Rhythms: dotted rhythm, syncopation.

Meters, tempos and tempo changes: 2/4, Sostenuto ma non troppo, C, Andantino,
Allegro maestoso.
3 1
| Double-notes: 1st violin -- o-P8, o-P8.
~ 2nd violin == © l 3 2
o=P5, o-M6, 0-P8, o-nm7.
o 3 o 1 2 1l o
3rd violin == 0-P5, 0-P8, 2-m3, 0-M6, o-n7, 1-P5, 1~Pk.
3 o] 1l 1 o o
Viola —- 0-P8, 0-P5, 0-P8, 0-Mp, 1-Phk, 2-m3.
h ) 1l 1 3
Cello -- o0-P8, 0-P5, 1-P5, 0-M6, 1-M6.

1l
Chords: Cello == o
o-G Maj.
Harmonics: 1lst violin -- mid-string D, E. Cello -~ mid-string D.

Signs: cresc. & dim., swell, C, fermatas, slurs, ties, portato signs, dashes,
up and down bow signs.
Vocebulary: Aria, Chorus, fermeta, divisi, also see sbave.

v
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EXPLANATION OF STRIFG “ERMINCLOGY

co -- with the bow.

1

|

Am frosch -- at the frog or the heel of the bow.

1. Legsto_arpeggio (different note for each of 3 or } strings) -- bow moves

in the seme direction for 3 or 4 notes and in a smooth arc (—\ OrJ)
teking 1 note and 1 string at & time.

;

2

in & different direction for each note and string while springing as in
regular sasutille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

'. ' 2. Sautille”arpeggio (different note for each of 3 or I strings) -- bow moves

- Au chevelet -- at the bridge (see sul ponticello).

\ Au talon -~ at the frog or the heel of the bow.

. Colld -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simulteneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than & finger displaces the string.

~ Col legno -~ the string is stiuck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair mey either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normel
placement requires.

Démpfer -- the mute.

Détache == separate smooth bow strokes, one for each note, with no variation in
pressure 'and no break between notes. This bowing is also known as the
simple dftaché to distinguish it from the variations given below.,

1. Grand ddtachd -- same ag the above but using the whole bow for each note.

2. Accented dé'te,che‘ -- each bow stroke begins with a sudden increase ot: speed
and pressure tut without "pinching” = string sharply as-in martele --
no seperation between the notes.

Accented grand adtachd ~- same as #2 above except that a whole bow is
used for each note.

Dgtache‘ pgrté -~ stroke begins with & slight swelling followed by a grad-

ual lightening of the sound (see portato). There mey or may not be &
small spacing between the notes but the impression should be that the

notes are slightly separated.




String Terminology - page 2

pétache -- (continued)

5.

Détachd 1ancé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usuaily there should be a
clear separation of the tcnes. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Extension -- placing a finger or fingevs farther apart on the string than their

normal piacement.

Finger patterns -- the patterns of spacing betieen fingers of the left hand.

1.
2.
3.

L,

5.
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These are not applicable on the string bass and could apply
to the cello only in thumb position.

1-2 pattern means 12 3 U,
2-3 pattern means 1 23 4, The basic finger patterns
3-4 pattern means 1 2 34,

Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

1''23 4 pattern indicates the presence of an augmented 2nd between 1st.
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

12'°3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

1 23''}4 pattern -~ augmented 2nd between fingers 3 and U4; half-step
between fingers 2 and 3.

Other finger ‘atterns are not only possibvie but practical and are in-
dicated with their full configwrations as were the "augmented second"
patterns (nos. %, 5 and 6 abcve).

~ Flautando or flautato -~ indicates the production of a flute-like tone accomplish-

; Fouette’

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

(whipped bowing) -- the bow strikes the string suddenly and sherply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

. Frog -- as & bowing indication, it means that the player should use the hair near
: the frog of the bow to produce the sounds ssked for.

| Harmonics -- flute-like tonmes produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural hermonics -- produced by touching ar open string.

2. Artificisl harmonics -- produced by touching a string shortened by a
Wstopping finger" (artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jeté -- see ricochet.
lLegato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- gee "hook".
Loure' -=- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato. ’

2. Sustained martele -- seme as simple martelé except that the tone is held
out. An adequate amount of bow must be avail.abl'e for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple mastelé executed with the whole bow.

Marteld attack -- see #2 and #1 under martelé above and also under "pinch”.

Martellato -- this means either martélé or a bowing thac sounds like a m_;a_:_'t_gl_é ’
i.e., in a martelé style.

"Pinch" -~ the pressure applied to the string with the bow which, when the bow is
moved, results in a consonent-like beginning of a tone. This is the
martelé attack.

Pizzicato -~ plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and ¥.8. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte' notes performed on the same bow stroke.

Restez -- remain in the position,

Ricochet -- the bow is dropped (or thrown) on the étring and allcwed to rebound
naking possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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Sautilld -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hend and
arm. It can be executed from the lower 1/3 of the bow tu somewhat
above the middle.

Son 11 (spun tome) -- the long sustained tone. The best point of contact Ls
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of s spiecato notes played in the same
bow direction. .
Staccato -~ a general term meaning that the notes are ashortened.
-— 8 aveciﬁc term meaning to the string player that a series of small
martelé strokes are to be executed on cne and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the .
bow arm vhich ms may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato

except with a lighter pressuré so that the bow leaves the string between
notes,

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:
1. Dot3 may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache' or detache porte' .

3. Dashes and dots combined may mean detache lance, a modified spiccato or
a modified martele.

4, The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean gtaccato,
flying staccato, flying spiccato, or ricochet.
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- SIGNS (continued):

6. %he ts or slur mark in conjunction with dashes will mean portato
loure).

T. The staple-shapad sign (™) means down-bow. Thic sign sometimes occurs
upside down. : .

8. The sign ( v ) mvans up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // meens to stop or to 1ift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x {or M, or v), means an extension of one half-step.
15. The sigh 3; (or xx) means an extension of one whole-step.
16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a&. Fr, -- near the frog of the bow.

b. M. ~~ near the middle of the bow.

¢. Pt, or tip. ==~ near the poiut or tip of the bhow.

do Lollag Lol/39 Lol/l‘ handd the lower 1/2, 1/39 1/’" Of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/ of the bow.

f. YB, 1/2B, 1/3B, 3/48, 1/4B, ete., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

(%) - half position.
I « 1lst josition.
II - 2nd yosition.
I3 - interrediste position between 2nd and 3rd positions.
ete.
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Absolute music

Aris
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord

Clavier

Concerto

Concert.o Grosso

Continuo

Contrapuntal
Divertinoato
Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrest to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitaetion by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played b:fore the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually U4 octave rangs-.

Any keyboard instrumer:cj clavichord, harpsichord. etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in e
harmonious texture.

Light music; generally played outdoors. Usually has
more than u movements.

The composer exercises his fancy without following
any conventional forr

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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Harpsichord
Impromptu
Invention
Keppellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffe
Oratorio
Pertial
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requienm
Kondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier picces.

Director of music to & Prince, King or Nobleman.
German art song.

Leadling theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe ~ also movement of a suite.

Comic opers.

Drama sung but not steged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramaetic speech than to song.

Mass for the dead.

Lest movement of concerto or symphony.

Literslly a "joke." 3rd movement of a symphony.




Sonata-allegro form

Suite

Symphony

Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.
Sonata for orchestra in U4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4., rondo
A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERICD
1820 - 1900
Just as the French Revolution overturned the old order and started a new social

age, 80 the Romantic movement in art shattered the traditional set forms of the
classic and flooded menuscripts, cenveses and music books with undisguided,

. unashamed emotions.

The wetchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This neturally developed into a revolt against the more formal end

' gevere elements of the classic ideals of the seventeenth and early eighteenth

centuries. The romentic style was the composer expressing his own individual

experiences, personel and impassioned.

From this ceme many new art forms: the Ballede, Romance, Intermegzo, and the
Fantasies. Composers began to set to music of haunting beauty the texts of the
Romsntic poets, Goethe end Muller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed a complete transformestion from its eerly Italian style. To bring
opere to its new heights were two famous men - the German, Wagner, eand the
Italian, Verdl.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brehms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchertra, ia instrument
construction, as well as in the colors of the various instrumer®s as used by the

composers.

In Frence Romanticism in painting evolved into Impressionism - & dreanmy, nisty,
evocative art. In music Debussy and Revel were to transmit this new etherealism
onto the steff.

Truly the Romantic Period has meny facets and no one can be gingled out as the
mein charecteristic of the Period. It wes reelly a time of originality; the

individual ertist and his personal feelings were finally breaking through to
the front of this world of Giants of the Romentic Period.

Musicians in Romantic Period
Chopin Composer of vest amount of piano literature.
Liszt Greatest pianist who ever lived.

Rossini Opera ccmposer - Barber of Sevilie.
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Verdi

Wagner
Saint-Saens
Debussy
Moussorgsky
Tchaikovsky
Rimsky-Korsakov
Brahms

Dvorsk

Romantic Period - pg. 2

Another opera composer - Aida.

Creator of & new opera form.

Composer of Carnival of Animals.

French Impressionist.

Russian Nationalist.

Most popular Russisn composer.

Master at writing for orchestra.

Successor to Beethoven in writing symphonies.

Composer of Symphony #5 in E Minor ("From the New World")
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FELIX MENDELSSOHN

b. Hamburg, Germany 1809
d. Leipzig, Germany 16LT

In latin, Felix means "happy nan." This was very true in the case of Felix
Mendelssohn who was born into a wealthy, cultured family. Success came early
 and without a struggle. He had two main goals to achieve and mzunaged with

- a great deal of success to bring these ideas to maturity:

1. The restora.ion of the neglected music of J. S. Bach.
2. The founding of a Conservatory.

In the short span of his life (38 years) Mendelssohn managed to achieve a great
_many more goals than these two, but taese seemed to be the primary focus of his
" life.

He did everything well; he was an accomplished painter, dancer, billiard player,
" chess player and swimmer. His home was always the center of social activity. In
_order to restore the music of Bach, Mendelssohn initiated a series of Saturdey
. night chorales where the Bach St. Matthew Passion was sung. Enthusiasm vas so
great that a pullic performance was demanded. Mendelssohn thus gave the initial
. impulse to the significant revival of Bach's music.

Later in his life he was able to realize his other ambition when he founded the
- Leipzig Conservatory in 1843.

He made ten visits to England in his life and the premiere of his C Minor Sy
| was given there. The visit to Scotland inspired his famous Scotch Symphony.

“For a short time he was musical director at Dusseldorf but this didn't interest
_him and he was gled to leave this job to become conductor of the Gewandhaus "

" Orchestra. Later he was given the honorary post of Kapellmeister to King Wilhelm IV,
~a post which left him free to travel and continue his composing. His premature

" death vhen he was only 38 came in 18ML7.

Mendelssohn was the first of the great Romsntic composers as well as the last of
_the great classicists. Hias clarity of writing, exquisite teste and poise are

- evidenced in his music. Some criticize that his music lacked pathos; perhaps

. the composer needed to suffer. This does not distract from the enjoyme 't and
pure beauty of his thirteen symphonies and volumes of chamber music. As a
composer of chamber music he had a greatness almost without qualification; he

_ possessed the complete mastery of this medium. _ .

~ He also wrote many intimate pianc pieces, Sorgs Without Words, among which are the
~ faniliar Spring Song and Funeral March.

It would be remiss, however, to omit from the list of Mendelssohn’s works the most
popular music ever written for married couples: Wedding March from A Midsummer

'. Night's Dream.
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At the Mendelssohn hame i. Leipzig there was & garden house given over > the
pxclusive use of the young people. Writing meterials and a manuscript box
pere left in readiness on & garden table and all guests were invited to contribute.

.a, was here that Mendelssohn became good friends with Karl Klingemann who later

and England. During this trip formulated plans were conceived for the Scotch
K hony and the Hebrides Overture. Evidently it was during this English visit

note part for the unmusical Hensel, the hu ,and of Mendelssohn's sister, Fanny.
Even with so small a part and only one note, Hensel missed his pitch despite loud,
cbvious cues from the wings.
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Mendelssohn-Bartholdy moderate
Arr. Muller
STRING CRITIQUE

| GENERALITIES
[ Finger patterns, extensions and contractions:

3 1st violin -~ 1.2, 2-3, 3-4, 1lst and kth finger extensions.
2nd violin ~- 1-2, 2-3, 3-4, 1st and Uth finger extensions.
3rd violin — 1-2, 2-3, 3-4, lst finger extensioms.

Viola ~- 1-2, 2-3, 3-4, 1st finger extension.
Cello -~ Lowered extensions, upward extensions.

b Positions: 1st violin - %, I, II, III, IV, V.
1 2nd ViOlin handnd 2’ I’ II’ IIIO
srd 7101111 - 9 I’ II’ III.
v101& aatad g’ I’ II’ IIIQ
strms_;g’_s_ bt k’ I’ II’ II%, III’ Iv’ VIO

,J Bowing: Legato, n'accato, spiccato, martel€, sautillé s lifted bowing, accented
? grand détaché, sustained martelé, unduleting string crossing.

¢ Pizzicato: R.H., double-notes.
i Ornements: Single grece-notes.
g Dynsmics: PP, P, mf, £, £f, 8f, cresc., dim., cresc. poco a poco.
' Meters, tempos and tempo changes: 6/8, Andante, ¢ » Allegro di moito.
2 3 2 1l o
¢ Double-notes: 1lst violin -- 0-MIO, 0-MJ, c-P8, 1-Pk,
I o 1l 1l o 3 2 t o
ad V‘iOlin - 1"P15’ 3"'m3’ O-MQ O-Ps’ O-PB, l‘m’ 2.m30
. . o o 1l 1 2 1
9 31‘& 'ViOlin naind l.Ph’ 2"m3’ 2"Ph’. 3‘m3’ h-B, 3-“3.
. o]
Viole == 2-m3, © 1l 1l 2 3
l-Ph, 2-1’1&, 3'&, h-m, 2-&5.

;S:lgnsz v , ™ , swelles, slurs, accents, ties, dots, hooks, siur=tie,
: cresc., dim., extension, compound slur-hook, lift, fermata, L.s.

Vocabulary: dolce, divisi, unison.

| Coomnt: moderately rapid scales and arpeggios.

r
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.

Am frosch -- at the frog or the heel of the bow.

0 we

1. Legato arpeggio (different note for each of 3 or U strings) -- bow moves
in the same direction for 3 or b notes and in a smooth arc (‘\ or s
teking 1 note and 1 string at a time.

2. Sautille” arpeggio (diffarent note for each of 3 or 4 strings) -- how moves
in & different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jete) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Collf -- the string is approached from the air and "pinched" 1ightly with the
bow. The tone is sounded simuitaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usuel method is
to strike with spproximately half the hair as well as ..e stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory iz producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normel
placeneat requires.

Dampfer -- the uute.

Détache -- separate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also knowa as the
gimple détach€ to distinguish it from the varistions given below.

1. Grand détaché -- same as the above but using the whole bew for each note.

2. Accented detache -- each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand dctaché -- same as #2 atove except that e whole bow is
used for each note.

4. p&tachd portd -- stroke begins with & slight swelling followed by & grad-
ual lightening of the sound (see portato). There may or may not be a
snall spacing between the notes but the impression should be that the
notes are slightly separated.




String Terminology - pege 2

1 De'tagh_e: -~ (continued)

5. Détachd lencé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should de a
clear separation of the tones. The notes are neither accented nor
swvelled and are played like a marteié without the “pinch".

' Extension -- placing a finger or fingers farther apart on the string than their
- normal placement.

B Finger patterns -- the patterns of spacing between fingers of the ieft hand.
These are not applicable on the string dasc and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 k.

2, 2-3 pattern means 1 23 k. The basic finger patterns
3. 3=} pattern means 1 2 34, }

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together. :

5. 1''23 4 pattern indicates the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

' 6. 12''3 L pattern ..~ augmented 2nd between fingers 2 and 3; half-step
3 between fingers 1 and 2.

T. 1 23'': pattern -~ augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patierns are not oniy possible but practical asd ere iu-
dicated with their full configurations as were the “augmented second"
patterns (nos. I, S and 6 above).

- Flautendo or flautato «~ indicates the production of a flute-like tone accomplish-

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

B Fouettd (whipped bowing) -- the bow strikes the string suddenly and sharply after
£ being barely lifted from the string to begin the
stroke -- usually performed up-bow at the vip.

Frog -- as a bowing indicetion, it meens that the player should use the hair near
3 the frog of the bow to produce the sounds ssked for,

: 8 Harmonics «- flute-like tones produced by touchine a string in places (nodes)
- 3 that force the string to divide itself into frsctions of itself
(helves, thirds, fourths, fifths, stc.)

“. Natural harmonies -- produced by touching an open string.

<. Artificial harmonies -~ produced by touching a string shortened by a

"stopping finger" (artificial nut).




String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
pliss to notes that would bte played with separate bows if it would dbe
advantageous to do so.

Jeté -- see ricochet.
Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
Loure' -- see portato.

Marteld -- a staccato producing type of bow stroke, well uccented, dbiting and
strong.

1. Simple marteld (usually just martelé) —- bow pressure is set before the
tone beglas so that the string will be "piaoched” at the start of the
stroke., After the "pinch" most of the pressure is released. The bow
moves rapldly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato. .

2. Busiained martele -- same ag simple merteld except that the tone is held
out. As adequate amount of bow must be availeble for the note in question.
The bov 18 cousiderably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple marteld executed with the whole bow.
Marteld attack -- see #2 and #1 under merteld above and also uuder "pinch".

Martellato —- this means either martélé or a bowing that sounds like a murteld,
i.e., in a martelé style.

"pinch" -~ the pressure applied to the string with the bow which, when the bow is
moved, cesults in a consonant-like beginning ot a tone. This is the
marteld attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications ss to which hand is
£0 be used are R.H. and L.H. or M.D. {(mano destra) and N.8. (mano
sinistra).

Point of contact =- the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte' notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow 18 dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando cr Saltato -- a general term meaning springing, rebouading or bounced.




String Terminolégy - page U

Sautilld -- a springing bow stroke that obtains its effsct through the natural
spring of the bow coupled with the correct motion of the bow hand and

~ arm. It can be executed from the lower 1/3 of the how to somewhat
' above the middle,

Son £11¢ (spun tome) -~ the long sustained tone. The best point of contact Le
neerer the bridge than it is with faster moving bow
strokes. The player needs to mutch up the duration of
the tone with btow speed and sounding point. When the
proper relationships are achieved, the tone “spins out"
almost without effort.

- Sounding point -- see point of contact.

Spiccato -~ the bow is dropped Zrum above the string and rebcunds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction. ,
Staccato -~ a general term meaning that the notes are shortened.
== & specific term meaning to the string player that a series of small
marteld strokes are to be executed on one and the same bow stroke.
{Also called solid staccato and marteld staccato.’

1. Repid or nervous staccato -- executed by a very rapid oscillation 2f the
bow arm which may need to be somevhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato

except with a lighter pressure so that the bow leaves the string between
notes.

Staccato vohny_a_ -~ flying staccato (see immediately sbove).

Sul ponticello -~ play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is producead.

Sul tasto, sul tutim, or sur la touche -- see flautando.

SICGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.
2. Dashes uay mean detache or detache mrte' .

3. Dashes and dots combined may mean detache lance, a modified spiccato or
a modified marteld,

h. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

9. The tiz or slur mark in conjunction with dots wiil usually mean staccato,
 flyirg staccato, flying spiccato, or zriccchet.
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SIGNS (continued):

] 6. %’he ti‘.’e; or slur mark in conjunction with dashes will meau portato
' loure).

7. The staple-sheped sign ( ™) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comms or spostrophe usually means to 1ift the bow or at least to
phrage (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to 1lift the bow.
11. The sign // means to stop or to 1if% the bow or both.
12, The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a martellato execution.

14, The sign, x (or », or v), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ¥ indicates the use of the tlumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -~ near the frog of the bow.

b. M. == near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the bow.

d. L.1/2, L../3, L.1/b =< the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etec., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/U of the
bow, etc.

18. The positions are indicated as follows:

(%) - half position.
I - 1st position.
II -~ 2nd position.
II3% - intermediate position between 2nd and 3rd positions.
ete.
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Absolute music

Aria
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorsale
Chorale~-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
aasociation with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised gsolo passeage
toward the end of a concerto.

A device of imitation by one me.odic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually U4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instrue-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without follcwing
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting cf a fundamental {the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.




Digest Terminology - page 2.

Harpsichord Clavier with strings struck by quills.

Impromptu Spontansous music.

Invention Short two-voiced clavier piecer.,

Keppellmeister Director of music to a Prince, King or Nobleman.

Iied (pl. Lieder) German art soag.

Leitmotiv Leeding theme in & symphony; in opera tagging every
character with a musical “abel.

Mess Part of the Ordinary Mess of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Musette Bagpipe ~ also movement of a suite.

Opera buffa Comic opera.

Oratorio Drams sung but not siaged, costumed or acted.

Partisl First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and
Holy Week.

Polyphony Style of writing where composer pays particular attention
to melodic velue of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch
end rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of & symphony.
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 Sonata-allegro form A exposition
B development
A recepitulation

‘(Suite Set or series of French dances. i/~

i Symphony Sonata for orchestra in 4 movements: £
| 1. sonata-allegro N
2. slow
3. minuet or scherzo
. rondo

~ Torality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.

b
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ROMANTIC PERIOD
1620 - 1900

\

(7 Just as the I'rench Revolution overturned the old order eu. started a new sociel
age, 80 the Roment.c movement in art shattered the traditional set forms of the
classic and flooded manuscripts, canvases and music books with undisguised,
unashamed emotions.

The watchword was freedom: freedom of thought, trade, religion, and, of course,
art style. This naturally developed into a revolt against the more formal and
severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romantic style was the composer expressing his own individual
experiences, personal and impagsioned.
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The eighteenth century was a period of tremendore fierce pride in anational life.
Much of this was expressed in music as well as science. Galileo used his telescope,
4! Tsaac Newton wrote about the law of gravity, Shakespeare thrilled the world with
il his magic pen, and Chopin wrote passionate love songs to his beloved Poland.

From this came many new art forms: the Ballade, Romance, Intermezzo, and the
Fantasies. Compos-rs began to set to music of haunting beauty the texts of the
Romantic pezts, Goethe and Miller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed a complete transformation from its early ftalian style. To bring
opera to its new heights were two famous men - the Cerman, Wagner, and the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
"Choral" Symphony and Brehms took over with his First Symphony where Bezethoven
left off. Hence we note a develcpment in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

In France Romanticiem in painting ewvclved ialo Impressionism - a dreamy, misty,
evocative art. In music Debussy and Ravel were to transmit this new ethereelism

onto the staff.

Truly the Romantic Period has many facets and no one can be singled out as the
mein cheracteristic of the Period. It was rselly a time of originality; the

| individuel artist and his personal feelings were finslly breaking through to

- the front of this world of Giants of the Romantic Period.

Musicians in Romantic Period

f Chopin Composer of vest amount of piano literature.
Liszt Greatest pianist who ever lived.
Rossini Opera composer - Barber of Seville.
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Verdi

Wegner
Seint-Saens
Debussy -
Moussorgaky
Tchaikovsky
Rimsky-Korsakov
Brahms

Dvorak

Creator of & new opers form.

Romantic Period - pg. 2
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!

Another opera composer - Aida,

Composer of Carnival of Animais,

French Impresniqnist.

Russian Nationalist.

Most popular Russian composer.

Master at writing for orchestra.

Successor to Beethoven in writing symphcnies.

Composer of Symphony #5 in E Minor {"From the New World")




MODEST MUSSORGSKY

b. Russia 1839
d. St. Petersburg, Russia 1861

- The "Russisn Five," a little circle formed of close friends who liked music
included Modest Mussorgsky as one of its members. The ideal of +his group was
to produce a besically Russian art. The musicians wanted no langer to imitate
art produced elsewhere but to produce an art so indigenous that its Russien
source could never be doubted.

- The objectives of the "Russien Five" were to be achieved by:

1. The use of only Russian subjects when writing opera.

2. The influence of Russian style and idioms from folk songs.
3. Spirit of Russian people pervading every bar of music.

Mussorgsky as -« of the "Russian Five" considered himself e nationalistic com-
. poser. His music never followed any musical form, that is the development of
‘themes and patterns as found in Mozart, Beethoven or Bralms. Instead his music
' follows the feelings and rhythms of spoken language and bodily movements. It
- might be called mimetic music, e.g. music that imitates.

As an army officer, Modest Mussorgsky was a neat, dandy ladies man. When he

¢ decided tc be a musician he left the military service for clerical work as a means
. of support. His father was quite ademant that Modest, who had been raised on the
- family's wealthy estate, be a cultured gentlemen. He was the most learned, re-

' fined and best informed of the "Russian Five." After his 35th bdirthlay Mussorgsky
did become disillusioned with himself and his world and soon turned to alcohoel for
his escape. The negative reaction to his cpera Beris Godunov deepened his

. frustration end the remeining years oif his life were ones of poverty, laziness .

F morbidity and diseppointment.

Works

Operas: Boris Godunov
Khovanshchina
Sorochintsy Fair

Orchestral Works: Night on the Bare Mountain

Hopak
Pictures from an Exhibition




HOPAK
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Mussorgsky moderate

Hopsk comes from the Mussorgsky sketches for an opera based on Gogol's story,
Evenings on a Farm Near Diokanke. Mussorgsky never completed it but Cui,
Sakhonovsky and Tcherepnine made it into a full-length opera.

The plot concerns the efforts of the peasant, Tcherevik, to marry off his daughter.
The girl's mother, however, favors the local pastor's son. When the mother and

B the pastor's son become emotionally involved, she consents t5 her daughter's
marriage to Pritzko as originally planned.

Hopak, a robust, spirited folk dance with two beats to a measure is the most
popular excerpt from the opera.




Hop.;k'
from "The Fair at Sorochinek"
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‘ STRING CRITIQUE
§ GENERALITIZS
Finger patterns, extensions and contractions:
1st violin = 1-2, 2-3, 3=, 1.2-3, 4th finger extensions.
2nd violin =~ 1-2, 2-3, 2-3-k,
3rd violin -- 1.2, 2-3, 2-3-k4, 1'123,
Viola = 1-2, 2-3, 2-3-l, ext. (implied), 1''23'4 (implied).
Cello - lcwered extengions.
g Positions: lst violin -~ %, I, III, V. Viols -~ I, III.
224 violin -- I, III. Cello - 35, I, II.
3rd violin -- I, III. String buss -- X, I, II, III.
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Bowing: marteld, spiccato, arpeggio (legato), detache porr,e, lifts, grand deta.che,
legato, hooked dotted rhythms, accented détache, flying sta.ccato.

¥ Pizzicato: R.H., chords.

‘ Dyn&mi.CSS P, mf, f, ff, 'd ’ >— .
| Rhythms: dotted rhythms, triplets.

Meters, tempos and tempo changes: 2/4, Allegro.

o] 1l 1
Double-notes: 1st, 2nd & 3rd violins -~ o-P5, o-P8, 1-PS5. .
o] 1 2 o) 1
Viola == 0-P5, 1l-P5. Cello -- 0-P8, 0-P5, o-Mo.
2
Chords: 1lst & 2nd violing --1 1 3rd violin, 1l
" o o] viola & cello -= ©
o-G Ma)., ¢-D Maj. 0-G Maj.

Harmonics: 1lst & 2nd violins -- mid-string D, G.  3rd violin,

vicla -- mide-string D.

Signs: M , V , dots, accents, cresc., dim., dashes, hook signs, slurs, ties,

ccomas (apostrophes), U.1/3, WB, lift.

Vocabulary: springing, saltato, arco, at the frog, cues.

| Comment: some chromatic fingering, quick chenge arco~piz2z.-arco.

NPT
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EXPLANATION OF STRING TERMINOLOGY

_ Arco -~ with the dow.

Am frosch -- at the frog or the heel of the bow.

eggio -
1. Legato arpeggio .+ *ferent note for each of 3 or 4 strings) -- bow moves
in the aame ¢'¥: * . ¢ for 3 or 4 notes and in a smooth arc (-\ or J)
teking 1 note o+ I string at a time.

2. Sautille’ arpeggio (different note tbr each of 3or k strings) -- bow maves
in & different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -~ at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Collf ~- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is 1ifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -~ the string is struck with the wood of the bow. The usual method is
to strike with spproximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contracvion -- placing fingers closer together on the strings than their normal
placement requires.

Démpfer -- the mute,

_Dé:igglgg'_ -- geparate smooth bow strokes, one for each note, with no variation in
pressure and no bresk between notes. This bowing is also known as the
gimple d€teché to distinguish it from the variations given below.

7. Grand ddtaché -- same as the above but using the whole bow for each note.

2. Accented de'tache‘_' -- each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand détachd -~ same &s #2 above except that a whole bow is
used for each ncte.

4. D&tache porté -- stroke begins with a slight swelling followed bty a grad-

ual lightening of the sound (see portato). There may or msy not be a
emall spacing between the notes but the impression should be that the

notes are slightly separated.
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4 pétached’ -~ (continued)

5. Dévachd laned -- a shortened quick bow stroke beginning with great
speed glowing toward the end of the sound. Usually there should be a
clear separation of the tones., The notes are neither accented nor
gwelled and are pleyed like a martelé without the "pinch®.

| Extension —- placing a finger or fingers farther spart on the atring than their
3 normal placement.

! Finger patterng -- the patterns of spacing between fingers of the left hLand.
These are not applicable on the string bass and could apply
to the cello only in thumb position. .

1. 1-2 pattern means 12 3 L. f\
2, 2-3 pattern means 1 23 4, The basic finger 'patterns
3. 3-li pattern means 1 2 3k,

4, Extended or All-whole-step or whole-tone pattern means 1 2 3 U, i.e.,
no fingers are placed closely together.

5. 1''23 b pattern indicstes the presence of an augmented 2nd between lst
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 4 pattein -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23''} pattern ~- augmented 2nd between fingers 3 and b4; half-step
between fingers 2 and 3.

' 8, Other tinger patterns are not only poseible but practical and are in-
dicated with their full configurations as were the “augmented second"
patterns {nos. U, 5 and 6 above).

Flautando or flauntato -~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speecd over or near the
edge of the Zingerboard.

Fouette' (whipped bowing) -- the bow strikes the string suddenly end sha.rplﬁr after
being varely lifted from the string to begin the
stroke -~ usually performed up-bow at the tip.

Frog -- a8 & bowing indication, it means that the player should use thé hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -~ produced by touching an open string.

2, Artificial harmonics -~ produced by touching a string shortened by a
stopping finger" (artificial nut). '
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“Hook" -- att.:hing one or more notes to the same bow stroke. Thig usually ap-
plies to notes that would be played with separate bows if it would be
adventageous to do so.

.

~ Jeté -- see ricochet.
Legato -~ smoothly slurred notes.

Lifted bowstrokes -~ bowing that involves 1lifting the bow from the string %o
achieve the proper effect.

"Link" -~ see "hook".
_ Louré -- see portata.

1 Marteld -~ a staccato producing type of bew stroke, well eccented, biting sund
strong.

1. Simple marteld (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. Aftar the "pinch" most of the pressure is released. The bow
moves rapidly, Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

) 2. Sustained marteld ~- sems as simple mertelé except that the tone is held
out. An adequate amount of bow must be availabie for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand martelé -- the simple marteld executed with the whole bow.
_Mgr_t_tzle’ﬁ‘-____tjgy_ -- gee #2 and #1 vader marteld above and also under "pinch".

Martellato -- this means either martéle or a bowing that sounds like a m_gt__"e;_l_g' ’
i.e., in a martelé style. ‘

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, iresults in a consonant-like beginning of a tone. This is the
martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Lefi hand pizzicato
is indicated with a plus sign (+). Indications as to which hend 18
to be used are R.H. and L.H. or M.D. (mano destra) and N.8. (mano
sinistra).

Point of contact -- the place on the string st which the bow is placed.

Portato (lour€) -- two or more detache porté notes performed on the same bow stroke.

Regtez ~- remein in the position.

Ricochet ~- the bow is dropped (or thrown) on the string and allowed to rebound
meking possitula two or more notes per impulse.

Saltandc or Saltato -- & general term meaning springing, rebounding or bounced.
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a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arx. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Sautille --

Son £11d (spun tone) -- the long austained tone. The best point of contact is
nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "epins out"

glmost without effort.

Sounding point -~ see point of contact.

Spiccato -~ the bow is dropped frcm above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- 8 specific term meaning to the string player that a series of small
narteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed bty & very rapid oscillation of the
bov arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- perforned in the same manner as the solid staccato
except with a lighter pressures 30 that the bow leaves the string between

notes.
Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- plaey with & relatively light bowstroke near enough to the
dbridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGHS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detaché or detache porte' .

Dashes and dots combined may mean detache' lance’ , & modified spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5, The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiceato, or ricochet.
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. SIGNS (continued):

6. fhe téﬁ or slur mark in conjunction with dashes will mean portato
loure).

7. The staple-shaped sign (™)) means down-bow. This sign sometimcs occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in sowe
editions.

9. The comia or apostrophe ususlly means to 1ift the bow or at least to
phrase (breathe). It sometimes aiso means to recover the bow, that is,
move it through the air to the frog.

The sign, ) , meens to lift the bow.

The sign // means to stop or to 1ift the bow or both.

The sign / over a note mesns fouette or wiilpped bowing.

The point or wedge ( y ) often means martele or a martellato exe~ution.
The sign, x (or #, or v), means an extension of one half-step. '
The sign ’;, (or xx) means an extension of one whole=-step.

The sign ¥ indicetes the use of the thumb to finger a note.

Bow placement or the area of the bow to be used:

a., fr. -- near the frog of the bow.

b. M. == near the middle of the bow.

¢. Pt. or tip. -~ near the point or tip of the bow.

do Lollag L01/3’ Lol/h hadnd the lowel‘ 1/2’ 1139 1/“ Of the bOV.

e. U.1/2, U.1/3, U.1/4% -~ the upper 1/2, 1/3, 1/k of the vow.

£. WB, 1/2B, 1/3B, 3/4B, 1/UB, etc., means to use a whole bow,
1/2 of the vow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

The positions are indicated as follows:

(%) -~ half position.
I « 1lst position.
II -~ 2nd position.
I% -~ intermediate position between 2nd and 3rd positions.

ete.

it i i bbb i {
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Absolute music

Aria

Atonality

‘Ava.nt garde

Cadenza

j Canon

g Cantata

Chorale

Chorale-prelude

:Classic sonata

; Clavichord

L Clavier

- Concerto

Concerto Grosso

iContinuo

;Contrapuntal

Divertimento
- Fanitasia

- Fugue

AHarmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, lesigns, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitetion by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually ! octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru=
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 nmovements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.

P
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Barpsichord
Impromptu
Invention
Keppellmeister
Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette
Opera buffa
Oratorio
Partial
Partite

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.
Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.

German art song.

Leading theme in a symphonyj in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe -~ also movement of & suite.

Comic opere.

Drame sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts conbined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonslities at same time.
Introductory movement.
Mugic that tells a story, paints & picture or sets a mood.

A style of singing thet is more closely relsted in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony .
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Sonata-allegro form A exposition
B development
A recepitulation

Suite Set or series of French dances.
Syaphony Sonata for orchestra in 4 movements:
1. sonata~-allegro
2. slow
3. minuet or scherzo
k. rondo
Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, 80 the Romantic movement in art shattered the traditionel set forms of the
claszic sad flooded manuscripts, canveses and music books with undisguided,
unashamed emotions.

The wetchword wes freedom: freedom of thought, trade, religion, snd, of course,
ert style. This naturelly developed into a revolt against the more formal and
severe elements of the claseic ideals of the sevenieenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual

experiences, personel and impassioned.

From this ceme many new art forms: the Ballede, Romance, Intermezzo, and the
Fantasies. Composers began go set to music of haunting beauty the texts of the
Romentic poets, Costhe and Muller. In Germany these took shape as the art songs
or Lieder.

Opera enjoyed & complete transformetion from its early Italien style. To bring
opera to its new heights were two famous men - the German, Wagner, end the
Italien, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous
“Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note & development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the

composers.

In France Romanticism in painting evolved into Impressionism - a dreamy, misty,
evocative art. In music Debussy end Revel were to transmit this new etherealism

onto the staff.

Truly the Romantic Period has many facets and no one can be singled out as the
main characteristic of the Period. It was really a time of originality; the
individual artist end his personal feelings were finally breaking through to
the fron% of this world of Giants of the Romantic Pericd.
Musicians in Romentic Period
Chopin Composer of vast amount of piano literati e.

Liszt Greatest planist who ever lived.

Rossini Opera composer - Barber of Seville.
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Verdi Another opers composer - Aida.
Wegner Creator of a new opera form.

Salnt-Saenas C.woser of Carnival of Animals.

Debussy French Impressionist.

Moussorgsky Russian Nationslist.

Tchaikovsky Most popular Russian composer.
Rimsky-Korsakov Master at writing for orchestra.

Brahms Successor to Beethoven in writing symphonies.

Dvorak Composer of Symphony #5 in E Minor {"#rom the New World")




NICHOLAS RIMSKY-KORSAKOV

b. Russia 1844
d. St. Petersburg, Russia 1908

Nicholas Rimsky-Korsakov was Dean of the Russian Five, a little circle formed

f close friends who liked music. Other members were Cui, Balakirev, Borodin
and Mussorgeky. The ideal of this group was to produce a besically Russian
art. The musicians wanted no longer to imiiate art produced elsewhere but to
produce an art so indigenious that its Russian source could never be doubted.
Later a famous student of Rimsky-Korsekov, Serge Prokofiev would carry this
ideal to even higher glories.

The objectives of the "Hussian Five" were to be achieved by:

1. The use of only Russian subjects when writing opera.

2. The influence of Russian style and idioms from folk songs.
3. Spirit of Russian people pervading every bar of msic.

Nicholas Rimsky-Korsakov first met his future friend, Balakirev, when he became
his student. Rimsky-Korsakov had intended to have a paval career and after a
two and one-half year tcur around the world, he was determined to give up music
jand concentrate on the Navy. Back home in St. Petersburg he gravitated back to
the Balakirev circle. He began his music studies with renewed vigor. He soon
completed a symphiony he had written some time before and when it was performed,
the audience cheered. Critics acclaimed it es the first Russian symphony. This
convinced him he should seriously study composition so imegine his consternation
when he was asked to be the teacher rether than a student at the St. Petersburg
jConservatory. At first his teaching was mainly bluff but with the help of his
‘wife who was & souvadly-trained musician, he begen & serious private study of

theory and soon showed evidences of being a master teacher and & thoroughly
schooled musician.

In 1905 he was dismissed from the Conservatory bvecause he sided with the students
in & political disagreemsut with the government. Protests caused reconsideration
of this decision and Rimsky-Korsakov was reinstated to the faculty.

Works

Operas: The Goiden Cockerel

Choral works

Orchestral works: Russian Easter Overture
Scheherezade

Chamber music
Piano solos
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Rimsky-Korsakov

The Goiden Cockerel is e thinly veiled satire on the Ruesian monarchy end it was
naturally frowned upon during the regime of the Russian Czars. Although Rimsky-
Korsultov was far from being a revolutionary, he freely expressed his disgust at

the bungling administratior in Cmerist Russia.

The authorities attempted to alter Pushkin's lines in Rimsky-Korsakov's last opers
The Colden Cockerel. The opera was produced after Rimsky-Korsskov's death with
the situationr unresolved. It was not until the 1917 Revolution thet the complete
text was restored.

In The Golden Cockerel Rimsky-Korsskov applied dissonent harmonies in unusual
superpositions, but he set for himself a definite limit in innovation.

In the opers King Dodon is fighting with his neighbor. He esks help from an
astrologer who gives him a golden cockerel which, when placed upon a spire, will
give warning of any denger by flapping its wings and crying "cock-a-doodle-do."

In the alarms that come, King Dodon's two sons kill each other and the King is
left to reign with the beautiful Queen of Shemskha. Then the astrologer demands
the new Queen for payment of the cockerel. King Dodon kills the astrologer which
causes the Queen to turn on him and she commands the cockerel to attack and sub-
sequently kill King Dodon.
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STRING CRITIQUE

ger patterns, extensions end contractions:
1st violin —- 1-2, 2-3, 3-k, 1-2-3, 12'3L, 1''23'4, Ith finger extension.
2nd violin - 1-2, 2-3, 3=k, 12''h, 123°'4, 12'34, 1'%23'4,  1st & Lth
finger extensions.
Viola == 1-2, 3«k, 1-2-3, 1-2-3-k,  1st finger extension.
Cello -~ Lowered and upward extensions.

ositions: 1st violin -- I, II, ITI, V, VI, VII, VIII, IX, XI, XII, XIV.
Znd violin -- I, II, IIT, V, VI.

: Viols -- %, I, 11, IIL.

fﬁ Cello -- X%, I, II, II, IV, VI, IX.

l. String base -- %, I, II, IIL.

Fwing: son file, legato, détach€, sul pcnticello tremolo, sustained tones.

Pizzicato: R.H.
aments: Long trill, 3 note turn (viole & cello).

E
[‘I‘remolo: L.H. 32nd note - moves downward chromatically at interval of M3.
R.H. 16th and 32nd note.

:
E'Dynamics: PPP, PP, P, mP, £, £ = , £ff, diminuendo poco & poco, cresc.

Meters, tempos and tempo changes: U/, Allegro, Lento, Moderato assai, ritenuto
f poco, & tempo stringendo, Allegro.

1 3 o 1 1
éDouble-notes: 2nd violir -- 2-Ph, o-P8. Viole == 0-P5, 3-m3, 2-Ak

’ﬁa.rmonics- Viola -~ mid-string G
is gne: fermata, y , ri, ties, slurs, tie-slur combinations.
F

Vocabulary: con sordino, morendo, divisi, sul G, espressivo, unison, in tempo,

i gsenzs sordino, restez, cantabile, dolce.
A
?Coment. chromatic Pingering, enharmonic exchange, treble clef in cello part.
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Introduction and Cortege de Noces

2. Cortege de Noces ' R ¢
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difficult
N. Rimgky-Korsakov

STRING CRITIQUE

§ Finger patterns, extensions and contractions:
1st violin - 1.2, 2.3, 3-4, ext., 3-2-1, 12'34, bth finger extension,
end violin -- 1-2, 2-3, 3-4, 1-2-3-h, 12'34, 1-2-3, Lth finger extension.
Viola «~ 1-2, 2-3, 3-4, ext., 1-2-3, 2-3-l, 123''4, 123k, 173234, 1st &
: Uth finger extensions, 1-4 contraction
Cello ~- lowered & upward extensions.

Positions: 1lst violin -~ 3%, I, 11, 111, 1V, Vv, VI, VIIi, IX.
. 2nd violin -- %, I, II, III.

; Viola ~- %, I, III1.
g cello -mas k, II, III’ Iv’ V, VIO
i Strjﬂ.g b&BB — %, I’ II’ II%’ III’ IV, VI;io

4

|

Bowing: hooks, portato, legato, détaché lancé, détache porté, detache, flying

‘ staccato, grand détachd, spiccato (heavy), grand détache porte, 1ifis.
{ Pizricato: R.H., chords.

{ Ornaments: Turns, short trill.

I Dynamics: P, £, £f, cresc., sf.

1 Rhythms: syncopation, dotted-rhythm.

jMeters, tempos and tempo changes: Allegro ali.a. marcia, L/k.

Double~notes: 1st violin -~ broken octaves, 1-P8.
" 2 2 2 1 3 3 3 2 3 .

}
%
|
13 V4 Violg - 1-M6, 1-A5, 2-P5, 2-Al, 2-M5, 2-m6, 3-P5, 3-Ak, o-P8.
q
i
t
g

Cello -- o-P8.

2 o) 1 3 o]

Chords: 1lst and 2nd vioiin ~=- 1 1l 2 3 2

l‘“’Ab M&Jo, 3""A M&J., h"B M&Jo, 2-6 mog 3"0 M&J.,
’] 3 2 3

I

_

2 1 2
1-A dim., 0-G Ma}., Broken chords: 1l-A dim. ’
3 3 2 l
2 2 2 2 -
1-Db Maj., 1-C Aug., 1-F Maj., 1-D# Mag. 6,
1l 1l

0
o o o 1 2 3
1 2 2 ) 2 2
2n>d '9‘1011!1 - 3"A M&Jo, h-F Mgog 3"F# M&J., O"D M&J., 1"3 w., 1-B Augog .
3 3 2
2 2 2
l"G# mino, 2.E M&J., l"‘G mdo, Ab m.’ AM&J., F# mo,
0 | 1
F MaJ., B Ma3., C Maj., C# Maj., D Maj., D¥ 3., 1

2
3 O"'Bb m XY
3'0 MQJ .

©
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String Critique - Page 2

Ie Coq D'Or I
2, Cortege de Noces
GENERALITIES cont.
2 2 2 o 2
Chords: Viola -- 1 2 1 1 1
0=C Majo, 1-F M&J., 3-0 M&Jo, 3"A mino; broken: o-C Aug\,‘ A M&Jo
2 F-2
1l A-l

Cello -- (broken) o-C Aug., F-b.
Signs: m , vy , dashes, dots, hook, slurs, ties, tie~slur combinations.
Vocabulary: L'istesso tempo, in tempo, fermata, divisi, uniscm.
Comment: some quickw-change arco to pizz.,chromatic fingering, chromstic
planing of major triads (1st inversion) in 2nd violin. Broken chord

lines composed of superposed m.Tths. 32nd note run in viola & cello
parts. Divisi string bess part.
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EXPLANATION OF STRING TZRMINOLOGY

Arco - with the dow.
An frosch -~ st the frog or the heel of the bow.

0 o=

1. Legato arpeggio (different note for esch of 3 or U strings) -- bow moves
in the same direction for 3 or U4 notes and in a smooth arc (-\ or g
taking 1 note and 1 string at a time.

2. Sautille”arpeggio (different note for each of 3 or i strings) -- bow moves
in & different direction fo. each note and string while springing as in
regular sautille.

3. Springing (saltendo, ricochet or jete) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Colld -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immcdiately. It is similar to pizzicato
except that the bow rather than s finger displsces the string.

Cul legno -~ the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer togsther on the strings than their normal
placement requires.

Dampfer -- the mute,

g!_g:mp_{ -- geparate smooth bow strokes; one for each note, with no variation in
pressure ’and no break between notes. This bowing is also known as the
simple d€taché to distinguish it from the varistions given below.

1. Grand ddtachd —- same as the above but using the whole bow for each note.

2. Accented ddtaché -- each bow stroke begins with a sudden increase of speed
and pressure tut without "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grand ddtaché -- seme as #2 above except that & whole bow is
used for each note.

4. D¥tache portd -- stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There mey or may not be a
small spacing between the uotes but the impression should be that the
notes are slightly separated.




String Terminology - page 2

pétachd -- (continued)

5 Détache lancé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
svelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

FiLger gatterné -~ the patterns of spacing between fingers of the left heud.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.
2, 2-3 pattern means 1 23 L. The basic finger patterns
3. 3-I pattern means 1 2 34,

4, Extended or All-whole-step or whole-tone pat*ern means 1 2 3 U, i.e.,
no fingers are placed closely together.

5. 1''23 L pattern indicates the presence of an sugmented 2ad between 1st
and 2nd fingers (an extension) and a half-tone beétween 2nd and 3rd
fingers.

6. 12''3 L pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

T. 1 23''4 pattern -- augmented 2nd between fingers 3 and k; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or flau:ato -~ indicates the production of & flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouey_;_e: (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up~bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harm_nics ~- flute-like tones produced by touching a string in places (nodes)
that force the siring to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

i. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificiel nut).
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String Terminology - page 3

- "Hook" -- attaching one or more notes to the same bow stioke. This usually ap-

plies to notes that would be played with separate bows if it would be
sdvantageous to 4o so.

. Jeté -- see ricochet.

. Legato --~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"link" -~ see "hook”.
Louré -- see portato.

Martelé -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple marteld (usually just mateld) -- bow pressuve is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must b separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- ssme as gimple marteld except that the tone is held
out. An acequate amount of bow must be a.vailable for the note in guestion.
The bow is vconsiderably slowed after the martelé attack ("pinch").

3. Grand marteld -- the gimple martelé executed with the whole bow.

Marteld attack -- see Y2 and #1 under martel?.é above and also under "pinch".

Martellato -- this mears either martele or a bowing that sounds like a martele,
i.e., in a martelé ntyle.

"Pinch" -~ the pressure applied to the string with the bow which, when the bow is
moved, resulta in a consonant-like beginning of a tone. This is the
martelé attack.

Pizzicato -- pluck:lng the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.E. or M.D. (mano destra) and N.S. (mano
sinistra).

Point of contact -~ the place on the string at which the bow is placed.

Portato (louré) -- two or more detache porte€ notes performed on the same bow stroke.

Restez -‘ranain in the position.

Ricochet -~ the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

. Saltendo or Saltato -- a general term meaning springing, rebounding or ‘bounced.
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String Terminology - page &

© Sautille -- a springing bow stroke that obtains its effect through the natural
- spring of the bow coupled with the correct motion of “he bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
_ above the middle.

Scn £11¢ (spun tone) ~- the long sustained tome. The best point of contact is
1' nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow gpeed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same
tow direction.

Staccato -~ & general term meaning that the notes are shortened.
-~ & specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
Also called s0lid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed bty a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato

except with a lighter pressure so that the bow leaves the string between
notes., '

Staccato volante -~ flying staccato (see immediately a.bove‘).,

Sul ponticello -~ play with a relatively light bowstroke near €nough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

13

SIGNS:

1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte' .

3. Dashes and dots co’mbined mey mean detache lance » 8 modified spiccato or
a modified martele,

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur merk in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.




String Terminology - pege 5

. SIGNS (continued):

6. %he t:.ls or slur mark in conjunction with dashes will mesn portato
loure).

T. The staple-shaped sige (™)) means down-bow. This sign sometimes occurs
upsade down. ' '

8. The sign ( v ) meauns up-bow. This sign also occurs upside down in some
editions.

9. The coomea or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it throuzh the air to the frog.

10. The sign, ) , means to 1ift the bow.
11. The sign // means to stop or to 1ift the bow or both.

12, The sign / over a note means fouette or whipped bowing.

13. Tke point or wedge ( y ) often means martele or a martellato execution.

ik, The sign, x (or M, or u), means an extension of one half-step.
15. The sign § (or xx) means an extension of one whole-step.
16. The sign ¢ indicates the use of the tlumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. ~- near the frog of the how.

b. M. =~ near the middle of the bow.

c. Pt. or tip. =~ near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/% ~= the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/ of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
‘bow, etc.

18. The positions are indicated as follow::

(%) - half position.
I « 1st position.
II - 2nd position.
II% -~ intermedinte position between 2nd and 3rd positions.
ete.




Absolute music

'} Aria
- Atonality

| Avant garde

Cadenza

Canon

Cantate

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concervo Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

——

DIGEST TERMINOLOGY
In contrast to programme music - music that hes no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A davice of imitation by one melodic line of another.

Likz short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (U4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonicus texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form. :

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.




Kappellmeister
'1ied (pl. Lieder)

Leitmotiv

s Mass

Mastersinger

‘Musette
Opere buffe

'Oraiorio

| Partial

- Partite

~ Passion

" Polyphony

- Polytonality
' Prelude
Programme music

: Recitative

Requiem
Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century Germen guilds for
cultivation of music and poetry.

Bagpipe - also movement of & suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts conbined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of cc .cexto or symphony.

Literally a "joke." 3rd movement of a symphony .




. | Sonata-allegro form

| Suite

: Symphony

Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recepitulation

Set or series of French dances.

Sonata for orchestrs in U4 movements:
1. sonata-allegro
2. slow
3. minuet or acherzo
4. roudo

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 - 1900

Just »s the French Revolution overturned the old order and sterted a new gociel
¥ age, .o the Romantic movement in art shattered the traditionel set forms of the
clessic snd flooded menuscripts, canveses end music books with undisguided,

' unashamed emotions.

. The watchword wes freedom: freedom of thought, trade, religion, snd, of course,

. art style. This naturally developed into & revolt egainst the more formsl end

| severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual

f experiences, personsl end impassioned.

f From this came many new art forms: the Bellade, Romance, Intermegzzo, and the

¢t Fantasies. Composers begen '_I';o set to music of heunting beauty the texts of the
~ Romantic poets, Goethe end Muller. In Germany these took shepe as the art s0ngs
or Lieder.

. Opers enjoyed & cormplete transformetion from its early Italien style. To bring
 opere to its new heighiz were two famous men - the German, Wagner, and the
. Italian, Verdi.

. As for the symphony, Beethoven broke into the Romantic Period with his famous

- %Choral® Symphony and Brehms took over with his First Symphony where Beethoven

~ left off. Hence we note & development in the size of the orchestra, in instrument
construction, as well as in the colors of the various instruments as used by the
composers.

" In France Romanticism in painting evolved into Impressionism - a dreamy, misty,
. evocative art. In music Debussy and Ravel were to transmit this new etherealism
onto the staff,
Truly the Romantic Period hes many facets and no one cen be singled out as the
mein characteristic of the Period. It wes really a time of originality; the
individual ertist and his personal feelings were finally breaking through to
the front of this world of Giaents of the Romantic Period.

Musiciens in Romentic Period
Chopin Composer of vast emount of pieno literature.
Liszt Greatest pienist who ever lived.

Rossini Opera composer - Barber of Seville.




Verdi

Wagner
Saint-Saens
Debussy
Moussorgsky
Tchaikovsky
Rimsky-Korsekov
Brahms

Dvorek

Romantic Period - pg. 2

Another opera composer - Aida,
Creator of a new opera form.

Composer of Carnival of Animals,

French Impressionist.

Russian Nationalist.

Most popular Russian composer.
Master et writing for orchestra.

Succegsor to Beethoven in writing symphounies.

Composer of Symphony #5 in E Minor ("From the New World")




GIOACCHINO ROSSINI

b. Pesaro, Italy 1792
d. Paris, France 1868

Not always first-rate material because it took too much effort, that was the
pattern for Gioacchino Rossini when he was writing two operas a year Yet,
when it was necessary, Rossini could turn out a work of genius like The Barber
of Seville. His gift for melody and comic relief was second to none.

Rossini anticipated the Leimotiv technique in his William Tell as later used by
Wagner in his famous opereas. He was an innovator of many new jdeas - introduction
‘R of new instruments into the orchestration and the use of strings instead of a
N cembalo as an accompanying instrument.

¥ The Rossini crescendo is a very long, powerful, exciting crescendo, where the
msic very gradually grows louder and louder. This delighted the audiences and
gave Rossini the nickneme of Mr. Crescendo.

 JUp to Rossini's time singers had improvised the florid passages - now the
' | passages were written out to be sung exactly as marked in the score.

 gRossini wes born in Pesaro, Italy; when he was 12 his family mcved to Bologne
vhere he attended the Bologna Conservatory. In Paris he was under the patronage
of Charles X and here he learned to love and appreciate the life of the wealthy
nobility. Up to his death in Passy, on the outskirts of Paris, he entertained in
a grand manner.

Worxga

Operas: over 35 (¥illiam Tell)
Religious works
Orzhestral works




WILLIAM TELL: PAS DE SIX
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Rossini moderate~difficult

The first performance of Rossini's William Tell was at the Paris Opera in 1829,
If perfermed in its entirety, the opera takes slx hours. It makes most extra-
crdinary demands on stage and scenery designers. The overture has become the most
famous part as everyone kaows the Lone Ranger theme.

To this day, the overture is William Tell's crowning glory. Rossini ‘s most am-
bitious attempt at symphonie writizg., 1t is escmetimes deseribed es a miniature
sywphonic poem because of its complete success in reslizing both programatic and
poetic writing. It begins with the beautiful slow section in which the main theme
in the cellos and basses depicts the rise of the sun over the Swiss mountains. A
fagt section follows, the full orchestra presenting & storm from its inception
to its culmination. Another slow part comes, by way of contrast. Here we have
a pastorel scene, in which the English Borm presents a gentle Swiss mountain meiody.
. Trumpet fanfares bring on the Swiss soldiers, and the overture ends with the ex-
citing brio music which in our dey of radio and television has become inextricadly

asgsociated with the exploits of the Lone Ranger,

The dence Passo & Set ("Dance in S3+") in Act I, and the ballet mueic in Act III,
. Scene 2, are also of outstariiag musicel interest.




"william Tell" No. 5 Pas de 8ix
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moderate to dirficult
Rossini
STRING CRITIQUE

GERERALITIES

Finger patterns, extensions and contractions:
ist violin -- 1-2, 2-3, 3-4, 12'34, 12''34, 1st & Lth finger extensions.
2nd violin -~ 1-2, 2-3, 3-4, 12'3k4, 12''3h, 1-2-3, 1lst finger extensions.
Viola -- 1-2, 2-3, 3-4, 12'34, 12''34, 1-2-3-4, 1st finger extension.
cello -~ lowered extensions, upward extensions, (doudble extensicns).

Positioms: 1st violin -- I, II, III, IV, V, VII, (VIII), IX.
2nd violin -- %, I, II, III, V.
Viola -~ %, I, II, III.
Cello -- I, II, III, IV, V, VI.
String bags -~ %, I, II, IT%, III, IV, V.

Bowing: acceniied sustained tones, sp:lc,cato, legato, martellato, mix of legato
end détach€ or sautillé, collé, flying staccato, lifts.

Pizzicato: R.H.
Ornaments: double grace-notes, short trills.
Tremolo: 32nd note bowed. :
Dynamics: PP, P, sf, £, £f, dim., cresc., cresc. & poco.
Rhythms: syncopation, dotted-rhythms, rapid triplets.
Meters, tempos and tempo changes: 2/4, Allegretto.
3 4 1l 1 2 2 1 o 2
Double-notes: 1st violin -- 2-M§, 3-u6b, ol-;MG, 3-m3, l-mb, O0-mT, 3-M3, 0-P5, 1-M5,
3 1l 2 3
0-P8, 2-Pi, 3-M6, 2-P5, 2-mb.

2nd violin -~ o 2 1l 3 2 1l 2 2 3
O"’Ps, l‘m. O-m, 2‘%, 1‘%, I.PS’ o-m.t’ 2‘?5‘ l’m?,
o o 3 o 1l 1 4
2'm3’ 3-&, O"PB’ 2"LBQ 0-m6, 3.m3’ 3"%0
2 1 2 3 3 3 o i 1l
Viols «- 1-M6, o-m6, o-m7, 2-m6, 3-P5, 2-M5, 2-m3, 1-P8, 313,
2 2 o by 2 3
l-mb, L4-M3, 0»P5, 1-PB, kM3, 1-mT.
2 2
Cello =~ 2-P5, l-mb.

Signs: fermata, V , 'l , dots, ties, slurs, accents, trill, points ().

Vocabulary: con ottava, sempre, unison, divisi, Volta Subito, simile, arco,
also see above. .

Comment: provides wcnderful 2nd position study for the violins.Some chromatic
fingering present. Tenor Clef in the cello part.
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EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.
Am frosch -- at the frog or the heel of the bow.

eggio «-

1. Legato_arpegzio (different note for each of 3 or U strings) -~ bow moves

in the same direction for 3 or U notes end in & smooth arc (-\ or s
teking 1 note and ] string at a time.

2. Sautille’arpeggio (different note for each of 3 or & strings) -- bow moves
in a diftersnt direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or jeté) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).
Au talon -- at the frog or the heel of the bow.

0011! -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with aspproximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires. |

Démpfer -- the mute.

Dtacke - separate smooth bow strokes, one for each note, with no veriaticn in
pressure anﬁ o brask between noles. This bowing is also lknown ag the
gimple detache détach€ to distinguish it from the variations given below.

1. Crand d€taché -- same as the above but using the whole bow for each note.

2. Accented detache -- each bow stroke begins with & sudden increase of speed
and pressure btut without "pinching" the string sharply as in martele -
no geparation between the notes.

3. Accented grand détaché ~- same as #2 above except that a whole bow is
used for each note.

4. Détachd porté -- stroke begins with a slight swelling followed by a grad~

ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be thst the

notes are slightly separated.

W - —— - . e v Camr M WA
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String Terminology - page 2

pétachd -- (continued)

5. Détache lancé -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteld without the "pinch".

Extension -- placing a finger or fingers farther apart on the atring than their
normal placement.

Finger patterns -- the patterns of spacing between fingere of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4,

2, 2-3 pattern meens 1 23 k. The basic Pinger patierns
3. 3-U pattern means 1 2 34, :}

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 L, i.e.,
no fingers are placed closely together.

5. 1''23 4 pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers,

6. 12''3 § pattern -- augmented 2ad between fingers 2 end 3; half-step
between fingers 1 and 2.

T. 1 23''}4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3. B

8. Other finger patterns are not only possible but practical and are in-
dicated with their full confizurations as were the "augmented second"
patterns {nes. 4§, 5 and 6 above).

Flautando or flautato -~ indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Epuetté'(vhipped bowing) -~ the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -- as & bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics ~- flute-like tones produced by touching a string in places (nodes)
that force the . ;ring to divide itself into fractions of itself
(helves, thirds, fourths, fifths, etc.)

1. Natural hermonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut).
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| "Hook" -~ attaching one or more notes to the same bow stroke. This usually ap-
: plies to notes that would be played with separate bows if it would be
3 - advantageous to 4o so.

Jete’ -- gee ricochet.

Legato -~ smoothly slurred notes.

' Lifte” bowstrokes -- bowing that involves 1ifting the bow from the string to
achieve the proper effact.

"Link" ~- see "hook".
Loure' -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
strong. _
1. Simple martele (usually just martelé) —- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonsnt, and staccato.

2. Sustained _p_lrartele’ -- same as simple mertelé except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Martelé attack -- see #2 and #1 under marteld ‘above and also under "pinch”.

Martellato -~ this means either martéle or & bowing that scunds like a martele' ,
i.e., in & martelé style.

"Pinch" ~-- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is %he
martelé attack.

Pizzicato -- plucking the string with s finger or the thumb. Left hand pizzicato
is indicated with a wius sign (+). Indications as to which hand is
to be used are R.H. ad L.H. or M.D. (muno destra) and N.S. (mano
sinistra).

| Point of contact -« the place on the string at which the bow is placed.

Portato (lour€) —-- two or more ‘detache porte' notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow .s dropped (or thrown) on the string and allowed to rebound
meking possible two or more notes pex impulse.

Saltando or Saltato -- & general term meaning springing, rebounding or bounced.
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sautille -- a springing bow stroke that obtains its effect through the natural
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String Terminology - page U

spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son ﬁle (spun tone) ~- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -~ see point of contact.

Spiccato -~ the bow is dropped from above the string and rebounds intc the air.
The flying spiccato is e series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-— 8 apec:lﬁc term meaning to the string player that & series of small
martelé strokes are to be executed on one and the same bow stroke.
(Also called s0lid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillsation of the
bov arm which ma) may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter predsure so that the bow leaves the string between
notes.

Staccato volante -~ flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, oi sur le touche -- see flautendo.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes may mean detache or detache porte' .

3. Lashes and dots combined may mean detache lance, a modified spiccato or
a modified martele.

4., The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiceato, or ricochet.
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SIGNS (continued):

6.

7.

8.

9.

10.

1l.
2,

1k,
15.
16.
17.

18.

%‘he té; or slur mark in conjunction with dashes will mean portato
loure).

The staple-shaped sign ( (™)) means down-bow. This sign sometimes occurs
upside down. -

The sign ( v ) means up-bow. This sign also cccurs upside down in some
editions.

Tae comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes alsc means to recover the bow, that is,
move it through the alr to the frog.

The sign, ) ., means to 1lift the bow.

The sign // means to stop or to iift the how or both.

The sign / over a note means fouette or whipped bou:lhg_.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or », or v), means an extension of one half-step.
The sign ;E (or xx) means an extension of one whole-step.
The sign ¥ indicates the use of the thumb to finger a note.

Bow placement or the arzu of the bow to be used:

a. Fr. == near the frog of the bow.

b. M. == near the middle of the bow.

¢. Pt. or tip. == near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 =~ the'lower 1/2, 1/3, 1/t of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means tc use a whole bow,
1/2 of the bow, 1/3 of the how, 3/4 of the bow, 1/4 of the
bow, etc.

The positions are indicated as follows:

(%) - half position.
I =~ 1lst position.
II - 2nd position.
IT% -~ intevmediate position between 2nd and 3rd positionms.
ete.
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Absolute music

‘ Aria
‘| Atonality

j Avant garde
i Cadenza

Canon

| Cantata

\j Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapuntal
Divertimento
Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Perteicing to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheren church.

Elaboration of the chorale played before the singing.
Form of the symphony (U4 movements).

Clavier hit by tangent - usually b octave renge-

Any keyboard instrument; clavichord, harpsichord, etc.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than U4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.
A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
harmonics or overtones.
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§ Harpsichord
Impromptu
| Invention

5 Kappellmeister

f Lied (pl. Lieder)

| Leitmotiv

"1 Mass

Mastersinger

.| Musette

Opera buffa
Oratorio
Partisl
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requienm

Rondo

Scherzo

Digest Terminology - page 2.

Clavier with strings struck by quills.
Spontaneous music.,

Short two-voiced clavier pileces.

Director of music to a Prince, King or Noblemen.
German art song.

Leading theme in & symphony; in opera tagging every
character with a musical label.

Part of the Ordinery Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ end
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement.
Music that tells a story, paints a picture or sets a mood.

A style of singing tiat is more closely related in pitch
and rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of & symphony.




§ Sonata-allegro form
.¥ Suite

| Symphony

Tonality

1 Virtuoso

Digest Terminology - page 3

A exposition
B development
A recepitulation

Set or series of French dances.

Sonata for orchestre in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
I, rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the old order and started a new social
age, 80 the Romantic movement in art shattered the traditional set forms of the
clessic and flooded menuscripts, canveses and music books with undisguided,

unashamed emotions.

The watchword wes freedom: freedom of thought, trade, religion, and, of course,
art style. This naturaily developed into a revolt against the more formal and
severe elements of the classic ideels of the seventeenth and early eighteenth
centuries. The romentic style was the composer expressing his own individual

experiences, personal and impassioned.

From this came many new art forms: the Ballade, Romence, Intermezzo, and the
Fantasies. Composers begen %o set to music of haunting beauty the texts of the
Romentic poets, Gosthe and Muller. In Germany these took shepe as the art songs
or Lieder.

Opere enjoyed & complete transformetion from its early Italien style. To bring
opere to its new heights were two famous men - the German, Wagner, and the
Italian, Verdi.

As for the symphony, Beethoven broke into the Romantic Period with his famous

"Choral" Symphony and Brahms took over with his First Symphony where Beethoven
left off. Hence we note a development in the size of the orchestra, in instrument

construction, a8 well as ia the colors of the various instruments as used by the
compesers.

In France Romanticism in peinting evolved into Impressionism - & dreanmy, nisty,
evocative art. In music Debussy and Ravel were to transmit this new etherealism

onto the staff.

Pruly the Romantic Period has many facets and no one can be singled out as the
mein characteristic of the Period. It was really a time of originelity; the
individual artist and his personal feelings were finally breeking through to
the front of this world of Giants of the Romantic Period.

. Musicians in Romentic Period

Chopin Composer of vest amount of piano literature.

Liszt Greatest pianist who ever lived.

Rossini Opera composer - Barber of Seville,

un ., ! .
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Romantic Period - pg. 2

Verdi Another opera composer - Aida.
Wagaer Creator of a new opera form.
Saint-Saens Composer of Carnival of Animals,
Debussy French Impressionist.
Moussorgsky Russian Nationalist.
Tchaikovseky Most popular Russian composer.

Rimsky-Korsakov Master at writing for orchestra.
Brahms Successor to Beethoven in writing symphonies.
Dvorek Composer of Symphony #5 in E Minor ("From the New World")




ROBERT SCHUMANN
b. Germany 1810

d. near Bonn, Germeny 1856

Robert Schumann alwsys knew he would be an artist of some kind, perhaps a poet,
| but his mother insisted oo his being a lavyer. There ensued & tventy-year

‘ struggle between law and music. When he was 18 he was sent to the University

| of Leipzig to study law; then and later at Heidelburg he neglected law for his

| msic. Pinally Robert wrote his mother: "I bave arrived at the comviction that

. | I have a powerful drive toward music. In six years I can be & challenge to any
. . | planist,"

" Frau Schumann consented and Schumann went back to Leipzig, this time to study to
~ !ve & pianist. Because of an idea of his that s sling on his little finger would
| strengthen the playing power of his hand, Schumann discovered to his horror e
; | slight paralysis in one hand. This terminated his cereer as a concert pianist
- | and strengthened his decision to be a composer.

The love affair of Robert Schumann and Clara Wieck is one of the most beautiful
and celebrated in all music biography. He was nine years older than she and
she was committed to a career as a concert planist. Her father discouraged their

- ' | lJove because it interferred with her career.

For four years the lovers were restricted to love letters and chance glances in

" I'public, It was finally necessary for Robert to bring & law suit against Clara's
| father to compel him to allow their marriage. It proved to be a most happy

-~ marriege, She beceme the greatest woman pianist of her gemeration. He became

' |one of the greatest of all Romantic composers.

In later years his bad health caused him to attempt suicide and even his con-

finement to an insane asylum for the last two years of his life. He died in
kis wife Clara's arms.

Schumenn melodies are often brief, fragmentary gems. "The melody is the queen"
| said Schumenn, "but the king (harmony) turns the scale." He was very clever in
his use of dissonance, often improvising at the piano to get just the right
sound. He was z great student of counterpoint although his scores are often
thick and heavy. What he lacked in form he made up in style.

Works

[ o ¥
upcSlat 2

Chorel works

Orchestral works: U4 Symphonies
Overtures

Chamber music

Piano literature: over 200 numbers
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Schumann moderate
The symphony is the most significant form in orchestral music. It is a sonata for
prchestra, generally in four movements:

1. Sonata form: exposition, development, recapitulation.

2. Song form: slow and lyrical.

3. either (Minuet - claseic form
Jor (Scherzo - introduced by Beethoven

L. Finale: rondo, sonata or theme and variations form.

Schumann's First Symphony, in B flat mejor, is called the Spring Symphony. It is y
hot a portrait of nature like Beethoven's Rastoral Symphony but rather like '
Schumann's ¢:n emotional responses to the vernal season. This sympheny was written
in the yea: of Schumann's marriage to Clara and voices the springtime in Schumenn's
‘heart as a result of this happy evens.

s study is only the Scherzo or third movement. The movement begins with the
‘Molto Vivace, a vigorous theme which has already been stated in the close of the
_second movement. Then come two trios in different rhythms. The first is thor-
loughly original; the second is equally characteristic and reveals the union of

‘Schumann's romantic style with the old minuet form. At the close of the Scherzo B
the first trio again appears, and the movement ends with a diminuendo.
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STRING CRITIQUE
GENERALITIES

Finger patterns, extensions and contractions:
18t ViOIm - 1"'2, 2"3’ 3-h xto, 1.2"'3’ 1"23’ 12'31‘ 123!’
2nd violin - 1-2, 2-3, 3-&, extes 12'34, 123, 1st ringer extension.
Viola -- 1-2, 2-3, 3-U, ext., 12'3k,
Cello - Lovered extensions, upward extensions.

Positions: 1lst violin -- I, II, III, IV, VI.
2na violin -~ I, II, III.
Viola -- I, II, III.
Cello -1, II, 111, 1V, VI.
String bass - %, I, II, 111, V.

Bowing: Lifts, accented grand détaché, staccato, mertele, sautili€), legato,
spiccato, linked bowings (staccato, sustained marteld, staccato), son

ril¢, flying spiccato.

Pizzicato: Viola -- R.H. Cello -~ R.H. e
Ornaments: Single grace-notes, short trills, long trill.
Dynamics: PP, P, nf, £, £f, sf, cresc., dim., ~=e ,-:—:.:':-».tZ
Meters, tempos and tempo changes: 3/4 (in one), Molto vivace, {i, Molto piu
vivace, come sopra ma un poco piu lento, ritard.,
Meno Presto.
| Double-notes: 1l1st violin -- o o o 4 3 3 3 2
1-M2, o0-P5, 1-Pk, 1-P8, 2-M6, 3-P5, l-m], 1-M6,
i' b 1l 2 2 h 1l (o]
2-n7, o-P8 o-M10, 2-P5, 3-mb, o-m6 0-P5.
2nd violin -~ o 3 o o 2 3
3-N2, 2-M5, l-Pll 0-P5, 2-m3, o=-m’(, OoMS 1-m?,
2 L 1 b 4 3
1-5, 1-P8, o-mb, 3-M6, 3-mb, 1-P5, 3-P5, l-Ph,
1l
2-Pk,
violg -- 1 3 l 2 3 o 0 1
1-P5, o-P8, 1-P8, 2-P5, 2-M6, 3-M2, 2-M3, 2-Ak, 1—P’4
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Cello -- 1
l-P 5.
| Cuords: 1st violin —- 1 C-3 2nd violin -- 1
o A-0 o
O-D mino 9 D"Oo O-l' Min.

| Harmonics: lst violin -- mid-string A, Cello -- mid-string D.

&
5
-
N
;
r ot
4
.
v
£
d
g

Signs: ¥ , rm , 1lift signs, staccato, ties, slurs, dots, iriplet, hook,
- trill, » , repeat, fermsta, also see above.

Vocabulary: Fermata, Scherzo D.C. ma seuza replica e poi attacca Trio II.
Trio I, Trio II, Coda, G.P., Come sopra ma un poco piu lento,
divisi, dolce. Also see above.

Tenor clef in the cello part.




EXPLANATION OF STRING TERMINOLOGY

Arco -« with the bow.
An frosch -~ at the frog or the heel of the bow.

O wm
1 Legato arpeggio (different note for each of 3 or 4 strings) -- bow mcves
" in the same direction for 3 or 4 notes and in & smooth arc ('\ or J)
teking 1 note and 1 string at a time.

2. Sautille” arpeggio (different note for each of 3 or 4 strings) -- bow moves
in a dirferent direction for each note and string while springing as in
regular savtille.

3. Springing (saltando, ricochet or jete) arpeggio -- same as #1 ebove
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the frog or the heel of the bow.

Collé -- the string is approached from the air and "pinched” lightly with the
bow. The tonc is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato

. except that the bow rather than g finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either b= turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

St Sadldd ouid

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

TN e s

Dampfer -- the mte.

P_e:*,v‘_;lgy_é -~ geparate smooth bow strokes, one for each note, with no variation in
; pressure and no break between notes. This bowing is also known as the
i gimple detaché detache to distinguish it from the variations given below.

1. Grand dé€taché -- same as the above but using the whole bow for each note.
2. Accented detache -- each bow stroke begins with a sudden increase of speed

and pressure tut without "pinching" the string sharply as in martale --
no separation between the notes.

3. Accented grend detaché ~- ssme as #2 above except that a whcle bow is
uvead for each note.

4. D&tachd portd -- stroke begins with a slight swelling followed by a grad-
usl lightening of the sound (see zortato). There may or may not be a
emall snacing between the notes but the impression should be that the
notes are slightly separated.
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détachd -- (continued)

5. Détaché Jancd - a shortened quick bow stroke beginn'ag with great
speed slowing toward the end of the sound. Uzually taere should be a
clear separation of the tones. The notes are nciiher accented nor
swelled and are played like a martelé without the "pinch".

Extension -- placing a finger or fingers farther apart on the atring than their
normal placement.

Finger patterng -- the patterns of spacing between fingers of the left hand.
These are not spplicable on the string bass and could apply
to the cello only in thumb pesition.

l. 1-2 pattern means 12 3 4,

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-4 pattern means 1 2 34. }

b, Extended or All-vhole-step o whole-tone pattern means 1 2 3 &, 1.e.,
no fingers are placed closely together.

5. 1''23 b pattern indicates the preseance of an augmented 2nd between 1st

and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12''3 b pattern -~ augmented 2nd between fingers 2 and 3; half-step
bYetween fingers 1 and 2.

T. 1 23''4 pattern -- augmented 2nd between fingers 3 and b; half-step
between fingers 2 and 3.

" 8. Other finger patterns are not only possible but practical and are in- -
dicated with their full configurations as were the "augmented second" |
patterns (nos. 4, 5 and 6 above).

Flautando or flautato -~ indicates th> production of a flute-like tone accomplish-

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowing) -~ the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frog -~ 48 a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for,

Harmonics -- flute-like tones prodvced by touching & string in places (nodes)

that force the string Lo divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -~ produced by touching an open string.

2. Artificial harmonics -~ produced by touching a string shortened by a
"stopping finger" (artificial nut).
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"Hook" -- ettaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
- advantageous to do so.

Jete' -- gee ricochet.

Legato -~ 3moothly slurred notes.

Lifted bowsirokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -~ see "hook".
Im:re’ -- see portato.

Marteld -- a staccato producing type of bow stroke, well accented, biting and
stroag.

1. Simple martele (usually just martelé) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tome is
percussive, resonant, and staccato.

2. Sustained martele -- seme as gimple merteld except that the tcue is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably sluwed after the marteld attack ("pinch").

3. Grand‘martele -- the simple martelé executed with the whole bow. |

.

Marteld attack -- see #2 and #1 under merteld shove and also under "pinch".

Martellato -- this means either martele or a bowing that sounds like a martele, ;
i.e., ina mertelé style. !

"Pinch" - the pressure applied to the string with the bow which, when tu. bow is :
noved, jresults in a consonant-like beginning of a tone. This is the ?
martelé attack. g

Pizzicato -- plucking the string with a fiuger or the thumb. Left hand pizzicato
,: is indicated with a plus sign (+). Indications as s to which hand is
| to be used are R.H. and L.H. or M.D., (mano destra) and M.S. (mano

3 sinistra).,

i« i S tpom bt il £ ek i nath

Point of comtact -- the place on the string at which the vow is placed.

Portato Giours) -- two or more Cetache porté notes performed on the same bow stroke.
Restez -- remain in *he position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
naking possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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String Terminology - page 4

Sautille -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand &nd
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son £i1é (spun tone) «- the long sustained tone. The best point of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point ~- see point of contact.

Spiccato -~ the bow is dropped frcm above the string and reboun”s into the air.
The flyinz spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -~ a general term meaning that the notes are shortened.

-- 8 gpecific term meaning to the string player that a series of small
marteld strokes are to be executed on one and the same bow stroke.
(Also called solid staccato end murtelé staccato.)

1. Rapid or nervous staccato -- executed by & very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -~ performed in the same manner as the solid staccato
except with a lighter p edgsure so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -~ play with a velatively light bowstroke near enough to the
bridge so that & nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche ~-- see flautando.

SIGNS:
1. Dots may meau any form of g_étaché or any type of staccato bowing.
2. Dashes may mean detache or detache ;ggrte' .

3. Dashes and dots co’mbined may mean detache' lance , & modified spiccais or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flying spiccato, or ricochet.

o o - - - P oy s e B
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String Terminology - page 5

SIGNS (continued):

6.

15.
16.
17.

28,

':(l'he ti,; or siur maerk in conjunciicn with dashes will mean portato
loure).

The staple-shaped sign ( ) means down-bow. This sign e. petimes occurs
upside down.

The sign ( v ) means up-bow. This sign clso occurs upside dowa in some
editions. '

The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to tke frog.

The sign, ) , means to lift the bow.

The sign // means to stop or to 1ift the bow or both.

The sign / over a note means fouette or whipped bowing.

The point or wedge ( y ) often means martele or a martellato execution.

The sign, x (or », or v), means an extension of one half-step.
Tre sign § (or xx) means an extension of one whole-step.
The sign ? indicetes the use of the thumb to finger a note.

Bow placement or the area of the bow to te used:

a. Fr. -- near the frog of the bow.

b. M. == near the middle of the bow.

c. Pt. or tip. -~ near the point or tip of the dbow.

d. I.1/2, L.1/3, L.1i/4 -~ the lower 1/2, 1/3, 1/i of the bow.

e. 001/2, 001/3’ Uol/l‘ —mem the upper 1/2, 1/3, 1/"’ Of the bOV.

f. WB, 1/2B, 1/3B, 3/4B, 1/UB, etc., means to use & whole bow,
1/2 of the btow, 1/3 of the bow, 3/4 of the bow, 1/b of the
bow, ete.,

The positions are indicated as follows:

(%) - half position.
I « 1st position.
II - 2nd position.
1T% - intermediate position between 2nd and 3rd positions.

etec.
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B Absolute music

i Aria
f Atonality

B Avant garde

Chorale-prelude
| Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosgso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with snything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who creste, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheren church,

Eleboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instruuent; clavichord, harpsichord, ete.
Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru=-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generelly played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
karmonics or overtones.




Herpsichord

: Impromptu
Invention
Keppellmeister
Lied (pl. Lieder)

Leitmotiv

'| Mass

*1 Mestersinger

P g

f: Musette

: Opera buffa
Oratorio

| Partial
Partita

Passion

Polyphony

Polytcuality
Prelude
Programme music

Recitative

Requienm
Rondo

Scherzo

Digest Terminology ~ page 2.

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with & musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opersa.

Drema sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, seversal parts combined.

Music sung from text of Gospels related to Christ and
Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movement. ff
Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch
and rhythm to drametic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




Tonality

Virtuoso

Digest Terminology - page 3

A exposition
B development
A recapitulation

Set or series of French dances.

Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
k. rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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ROMANTIC PERIOD
1820 - 1900

Just as the French Revolution overturned the o0ld order and started a new social
age, 80 the Romantic movement in art shattered the traditicnal set formes of the
classic and flooded manuscripts, canvases and music books with mdisguiaed.
unashamed emotions.

" The wat .word was freedom: freedom of thought trade, religion, and, of course,
! art style. This naturally developed into a revolt against the more fo:mal and
| severe elements of the classic ideals of the seventeenth and early eighteenth
centuries. The romantic style was the composer expressing his own individual
experiemes, personal and mpaseioned.

The eighteenth century was a period of tremendous fierce pride in nat:lonal 1ife.
Much of this was expressed in music as well as sclence. Calileo used his telescope,
Isaac Hewton wrote 2bout the law of gravity, Shakespeare thriiled the world with
‘ ,h:ls mgic pen, aad Chopin wrote passionate love songs to his beloved Poa.a.nd

] "n-on th:u came many new art forms: the Ballade, Romance, Intemezzo, and the
Pantasies. Composers began to set to music of haunting beauty the texts of the
Romantic poets, Goethe and Miller. In Cermany these took shape as the art songs
m: I.ieder

Opera en.joyed s couz:lete transformation from its early Italian style: To bring
opera to its new heights were two famous men - the German, Wagner, and the
Italian, Verdi.

f| As for the symphony, Beethoven troke into the Romautic Period with his famous
"Choral” Symphosy and Broims tock over with his First Symphony where Beethoven

] left cff, Hence we note a development in the size of the orchestra, in instrument
construction, as well as in toe colcrs of the various instruments as used by the

compoaers. :

| In France Romanti:iem in painting evolved into Impressionism - & dreany, misty,
evocative art. 7Ta music Debuaay and Ravel were to transait this new ethereal:lam
cato the sta.f.f \

! Truiy the Romantic Period has many faceis and no one can be singied out as the
main characteristic of the Period. It was really a time ot originality; the
] individual artist and his personal feelings were finally treaking through to
1. the front of this world of Giants of the Romantic Period.

Musiciuns in Roma,ntic Period

Chopin ‘Composer of vast amount of piano literature.
Liszt " Greatest pianist who ever lived. |
Réssini Opera componer - Barber of Seville.




PETER ILITCH TCHAIKOVSKY

b. Votinsk, Russia 1840
d. St. Petershurg, Russia 1893

highly ~motional, tregic, unhappy life was the lot of “ussia's greatest com-
poser. Peter Ilitch Tchaikovsky was obsessed with strange fears and a hyper-

gensitivity that caused several nervous breakdowns and an attempt to commit
suicide.

sic the world has ever known. His Symphony No. 6 (the Pathetique) cries from
omesickness and the deep despair of one separated from his homeland and loved
es. He was truly the master of melancholy and poured out his emstions into

0 operas and six symphoniecs with some of the most beautiful melodies ever
itten,

t 1s surprising that thiz sensitive man did not decide to study music seriously
til he was 22 yoars of age. Up to this time he had done menial work in a
ustice department. After his decision to work in music, he used his energies

0 intensely that he suffere” the first of his many nervous breakdowns.

|His temperament was not suited for marri#ge and the most unhappy period of his
'fiife was the short time that he was married. Even after their geparation his
e badgered him for years for money and a share of his success.

unknown benefactoress, Madame Nadezhde von Merk,rescued him from finsncial
esponsibilities so that he could devote all his tize and energy S his music.
aroness von Merix recognized the genius in Tcheikovsky end proved a loyal iriend
or many years. The two never met; by agreement she once passed him in a carriage

the park in order that he might see her. However, their relationship was that
f patroness and protegy and commmicatiocn wes limited to a daily exchange of

1864 the Russian government finally recognized his abilities with a pension
onferred on him for life. Soon Madame von Merk broke off the relationship;
act which he never fully understcod and grieved over until his death.

1891 tour of the United States was not successful. He suffered from acute
omesickness and hurried home to bury his despair in his famous Pathetique

(No. 6). He died of cholera, as ke kad predicted, in St. Petersburg in
he year 1893.

Ld

Works

Operas: 11
Ballets: Swan Lake

Nutcracker
Choral Works

Orchestral Works: 6 Symphonies
Romeo and Juliet

1812 Overture
Chamber Music

Violin Iiterature
Veceal Literature
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MARCHE AND TREPAK
from "The Nutcracker Suite"

R
29
Peter Tchaikovaky . aifgicult

1 The Nutcracker Suite is.really music for children, btut for years older people
#1 bhave enjoyed it equally well. The inspiration for The Nutcracker Suite was a
story by E. T. A. Hoffmann, in a French adaptation by Dumas (The Three Musketeers).

| The story tells about a girl who, receiving a nutcracker for Christmas, dreams that
| 1t is « handsome prince vho lesds the toys in a victorious battle against the

mice and then tekes the little girl to Jam Mountain to be entertained by the songs
'] and dances and festivities there.

| The suite is in eight parts: Miniature Overture, Russian Dance, Marche, Dance of

the Sugarplum Fairy, Arebien Dence, Chinese Dance, Reed-Pipe Dance, and Waltz of
the Flowers.

Remarkably, Tchaikoveky was writing cne of his geyest works, The Nutcracker Suite,
at the same time that he wes working on the early sketches of his Pathetique

Symphory .

The Cuisse Noisette Suite (The Nutcracker Suite) is a fascinating trifle as
| compared to mest of Tchaikoveky's works. It is exceedingiy graceful in its style,
g1 as it wvas originally writien as & fairy ballet in fifteer numbers. From this
the composer arranged the suite,

‘| In this srrangement only the Russian Dance (Trepak) and the Marche are included.
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Marche
from "The Nutcracker Suite"

Tschaikowsky R
29
Difficult
STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions:
1st ﬁOlin e 1-29 2"'3’ 3“!‘0
2nd violin -- 1-2, 2-3, 3-4, 12'34, lst finger extension.
Viola == 1-2, 2-3, 3.h, ext., 2-3-4, 1-2-3, 12'34, 13t finger extension.
Cello -~ lowered extensions, upward extensions.

Positions: 1st violin -- %, I, III, 1V, VI, VII.
Qnd ViOI.in - ;ﬁg I’ IIIe
Viole - X, I, II.
cello hastneg I’ IIQ III.
String bass -- %, I, II, III, IV.

Bowing: Detach*» lanceé type strokes for the slurred dotted-rhythm 1lifts,
détaché, sautille, spiceato, colld,

Pizziceto: R.E. in viola, cello, and string bass parts - important!
Ornaments: Single grace=notes.

Tremclo: none

Dynamics: P, anf, £, ff, cresc., «=_ . S

Rhythms: dotted-rhythm

Meters, tempos and termpo changes: C, Tempo di mereia vivo.

o o 1
Double-notes: 1lst violin ~- 1-P4, 0-P5, 0-P8. 3 1 0 o
0 0 o Viola =~ 0-P8, 0-Pk, 0-P5, 2-m3.
Eﬂd ViOliﬁ - O"PS’ 2-m3’ h];-ﬁﬁ.
1l
Chords: cello == 0
O‘G M&J °

Harmonics: 1st violin -- mid-string G; upper 1/3 string B (E string);
‘ lover 1/b string D (D string).

Signs: M, LA,V lift, dots, >, | 4

Vocabulary: arco, also see sbove.




Btring Critique - Page 2
Trepak from "The Nutcracker Suite!
GENERALITIES cont. |
Harmonics: Btring bass -- mid-string G.

Signs: M , v , ~» , dots, =» , m , slurs, ties, hook.
Vocabulary: Divisi, unison, fermata.

Cozmment: Rapid string crosaings; 2-string fingering and double extensions are
. the major technical Aifficulties. String dass part has some
virtuoso moments.




EXPLANATION OF STRING TERMINOLOGY

B Arco — vith the bow.
' Jm frosch - at the frog or the heel of the bov.

0 == 1

1. Legato_arpeseio (different note for each of 3 or b strings) -- bow moves
in the same direction for 3 or 4 notes and in a smooth arc (—\ or J)
teking 1 note and 1 string at a time.

2. Sautille’arpegmio (different note for each of 3 or b strings) -- bow moves
in & different direction for esch note and string while springing as in
regular sautille. ‘

R 3. Springing (saltando, ricochet or jeté) arpszgio -- same as #1 above
”‘ ercept that the bow springs.

Au chevalet =- at the bridge (see sul ponticelio).

Au telon -- at the frog or the heel of the baw.

Colld -- the string is epproached from the air and "pinched" 1ightly with the

@ bow. The tone is sounded simultaneously with the "pinch" and the bow
. is 1ifted from tke string immedistely. It is sinilar to pizzicato
except that the bow rather than a tinger displaces the string.

Col lagno -- the string is struck with the wood of the bow. The usual method is
to atrike with epproximately half the hair as well as the stick.
The bow hair mey either be turned away fronm the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone. |

Contraction ~-- placiuz fingers closer together on the strings then their normal
placement requires.

' Dampfer -- the wute.

Détache =~ separate smooth bow strokes, one for each note, with no variation in
- pressure iand no break between notes. This bowing 1s ulso known as the
simple aftaché to distinguish it from the varistions given below.

1. Grand ddteché -- same as the above btut using the whole bow for each note.

2. Accented de'tache" -- each bow stroke begina with a sudden increase ot’ speed
and pressure tut vithout "pinching" the string sharply as in martele --
no separation between the notes.

3. Accented grend ddtaché ~- seme as #2 above except that a whole bow is
used for each note.

b, Dgtache' ggrtcf -- gtroke begins with a slight swellirng followed by a grad-
ual lightening of the sound (see portato). There may or may not be e
small spocing between the notes but tae impression should be that the

notes are slightly separated.
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String Terminology -~ page 2

B Ditache -- (continued)

5. Détachd lancé -~ & shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelizd and are played like a marteld vithout the "pinch".

Extension -- placing a finger or fingers farther apart on the string then their
normal placement.

Finger patterns -- the patterns of spacing between fingers cf the left hand.
These are not &pplicable on the string bass and could apply
to the cello only in thumb position..

1. 1-2 pattern means 12 3 L,

== 2, 2-3 pattern meens 1 23 b, The basic finger patterns
= 3. 3-4 pattern means 1 2 34, }

| - 4. Extended or All-whole-step or whole-tone pattern means 1 2 3 b, i.e.,
no fingers are placed closely together.

f 5. 1''23 L pattern indicates the presence of an smgmented 2ri >tween 1st

end 2nd fingers (an extension) and & half-tone between 214 £=d 3rd
fingers.

6. 12''3 L pattern -~ augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

~\
&N
-,
P )

7. 1 23''h pattern -- augmented 2nd between fingers 3 end U; half-step
between fingers 2 snd 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, S and 6 above).

Fleutendo or flautato ~- iudicates the production of a flute-like tone acccmplish-

ed by bowing lightly and with speed over or near the
edge of the fingerboard.

< VThkil
S,

r'\?m

| B Fouetts (whipped bowing) -- the bow strikes the string suddenly and sharply after
4 being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Bl Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

M Barmonics -- flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural hermonics -- produced by toucking an or~n string.

: 2. Artificial harmonics -- produced by touching a string shortened by a
. "stopping finger" (artificial nut).

©
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String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to daq so.

/ -
Jete -~ see ricochet.

Legato -~ smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"ink" -- see "hook".

Louré'-- see portato.

Merteld -- a staccato producing type of how stroke, well accented, biting and
strong.

1. Simple martelé'(usually Just martelé) -- vow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the obhers. The tone is
percussive, resonant, and staccato.

2. Sustained martelé’—- same as simple martelé'except that the tone is held
out. An auequate smount of bow must be available for the note in question.
The bow is considerably slowed after the martelé attack ("pinch").

3. Grand marteld -- the simple martelé executed with the whole bow.

Martelé attack -- see #2 and #1 under marteld above and also under "pinch".

. /
Martellato -- this means either martélé or & bowing that sounds like a martele,
i.e., in a martelé style.

"pinch" ~- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of & tone. This is the
martelé attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
£n be used are R.H. and L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato {Loure) -- two or more detache porte’ notes performed on the same bow stroke.

Restez -- remain in the po<ition.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.




String Terminology - page U

Sautille -- a springing bow stroke that obtains its effect through the natural
” spring of the bow coupled with the correct motion of the bow harnd and
1 arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son fil€ (spun tone) ~- the long sustained tone. The best point of contact is

* nearer the bridge than it is with faster moving bow

h‘ strokes. The player needs to match up the duration of

;l the tone with bow speed and sounding point. Vhen the
proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point -~ see point of contact.

Spiceato -~ the bow is dropped from above the string and rebounds into the air.
The flying s_iccato is a series of spiccato notes played in the ssme
| bow direction.
: Staccato -- a general term meaning that the notes are shortened.
7 -- 8 specific term meaning to the string player that a series of small
martelé strokes are to be executed on one and the same bow stroke.
(Alsc called solid staccato and martelé staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -~- performed in the same manner as the solid staccato
except with a lighter pressure go that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

: Sul ponticello -- play with a relatively light bowstroke near enough to the
| bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:
1. Dots may mean any form of détaché or any type of staccato bowing.

2. Dashes mey mean detache or detache porté.

Dashes and dots combined mway mean detaché’lancé, a modified spiccsto or
a modified martels.

W"-‘is...\.\
w
3

L. The tie or slur merk will mesn either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
Plying staccato, flying spiccato, or ricochet.




String Terminology - page 2

SIGNS (continued):

6. The tie or slur merk in conjunction with dashes will mean portato
| (louré).

—— -

7. The staple-shaped sign (™}) means down-bow. This sign sometimes occurs
upside dowm.

i 8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.
11. The sign // meens to stop or to 1ift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( v ) often means martele or a martellato execution.
14. The sign, x (or M, or v), means an extension of one half-step.

15. The sign i (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the ares of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. -- near the middle of the bow.

¢. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -~ the upper 1/2, 1/3, 1/4 of the bow.

£. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/l of the
bow, ete.

18, The positions are indicated as follows:

! (%) - hsalf position.
I ~ 1st position.
. IT - 2nd position.
| IT% -~ intermediate position between 2nd and 3rd positions.

ete.
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Absolute music

Aria
Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale
Chorale-prelude
Classic sonata
Clavichord
Clavier
Concerto

Concerto Grosso

Continuo

Contrapunteal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY
In contrast to programme music - music that has no admitted
association with anything outside of itself.
A song for one or more voices.
No key used.

Pertaining to those in the arts who create, produce or
apply new or original ildeas, designs, and techniques.

A techpically brilliant sometimes improvised solc passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.
Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range-

Any keyboard instrument; clavichord, harpsichord, etc.
Snlo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has
more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.

[




Rarpsichord

_ lImpromptu
j%ilnvention

% Kappellmeister

| Lied (pl. Lieder)

Leitmotiv

Mass

. Mastersinger

Musette
Opera buffa

Orsatorio

Partisl
Partita

Passion

Polyphony

Polytonality
Prelude
Programme music

Recitative

Requiem

Rondo

Scherzo

Digest Terminology - page ?

Clavier with strings struck by quills.
Spontaneous music.

Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.
German art song.

Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe -~ also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.
First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and
Holy Weex.

Style of writing where composer pays particular attenticn
to melodic value of each part.

Use of several keys or tonalities at same time.
Introductory movemenut.
Music that tells a story, paints & picture or sets a mood.

A style of singing that is more closely related in pitch
snd rhythm to dramatic speech than to song.

Mass for the dead.
Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.




Sonata-allegro form
Suite

Symphcny

j Tonality

Virtuoso

Dig-st Terminclogy - page 3

A exposition
B develorment
A recapitulation

Set or series of French Gances.

Sonata for orchestra in 4 movements:
. sonata-allegro

. Slow

. minuet or scherzo

. rondo

W v+~

A system in which all tones gravitate to a certain tone.

Soloist.

3
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